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A Corn Mummy Decoded 

REGINE SC H U LZ 

As part of the rcinsrallation of the Renaissance and 
I\.Baroque galleries of the Walters Art Musewn in fall 
2005, one room was created in the style of a Northern 
European aristocrat's chamber of wonders and another as his 
private study. The installation includes ancient Egyptian 
objects: bronze figures of deities, private sculpture, amulets, 
a Roman period female child mummy,' and a "com mummy" 
in a coffin with the head of a falcon. 

MUMMIES, SPURIOUS MUMMIES, 

AND CORN MUMMIES 

Egyptian artifacts, 
especially human 
and animal mummies, 
were popular elements 
in princely chambers 
of wonders during 
rhe seventeenth and 
eighteenth centuries 
but also in the more 
focused study collec
tions of artists, scholars, 
and physicians.1 From 
the seventeenth century 
through the nineteenth 
century, Egyptian mum
mies were in great demand 
as exotica; in addition 
to genuine mummies, 
numerous spurious mum
mies came into collections. 
Not all, however, were 
oonrempocaryproduas aearex:i 

for a credulous European market: spurious mummies were 
being produced centuries earlier by the Egyptians themselves. 
From the end of the Late Period through the Greco-Roman 
Period (ca. 380 B.C.- A.O. 395) donations of mummifled 
sacred animals were a popular way of making merit. If the 
embalmers and priests did not have the requisite animal in 
stock, they often choose another and altered the exterior to 
simulate the appearance of the desired animal. Some 
"mummies" contained no body within the wrappings; 

they could nonetheless be magically transformed into 
"genuine" mummies through a ritual that secured the 
protection of the donor and ensured divine support. 

Another kind of 
spurious mummy is the 
so-called corn mummy, 
also called "Osiris 

,, u . 
mummy or gram 
Osiris figurine." 3 All 
three terms describe a 
specific type of object: 
a three-dimensional 
hwnanlike figure,4 made 
from a mixture of mud, 
sand, or clay, and grain 
or seeds, and wrapped 
in linen bandages or a 
shroud. The figures were 
moistened in a special 
ritual so that the grain 
would germinate and 
ensure the renewal of 
nature and resurrection in 
the afterlife.~ Beginning in 

Fig. l. Vignettes on the from of the coffin ofDjed-Bast-iu-ef-ankh, ca. 2nd 
cenwry B.C., Hildesheim, Roemer- und Pefuaeusmuseum (inv. no. 1954) 
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the late Third Intermediate Period (the second half of the 
eighth century B.C.) a specific subcategory of com mwnmies 
emerged: -figures placed in hawk-headed coffins. After the 
figure had been formed, a coating of oils, resins, wax, and 
gum was applied to the bandages or cover shroud to more 
closely simulate a genuine mummy. Elements such as 
faces, hands, the Atef- or Hedjet-crown, the divine beard, 
or royal insignia modeled in beeswax (which could be 
painted or gilded)6 or, more rarely, in gold or silver/ were 
often attached to the figure. Some examples have an 
attached phallus formed from the same components as the 
mummy figure. Many of the wooden hawk-headed coffins 
terminate in plinths so that figure could be displayed 
upright during the ritual; some are supported by a back 
pillar. Inscriptions or vignettes with representations of 
deities appear in some examples. The mummy figures 
were sometimes accompanied by small figurines of the 
four Sons of Horus, or alternatively, four small balls bearing 
the names or wax faces of these gods, as well as names of 
other protective deities.8 Scarabs and cobra serpents made 
of wax were also placed in the coffins. 

Representations of and references to corn mummies 
have been found on coffins of genuine mummies (fig. 1), 
and the process of their manufacture during the Khow.k 
festival, as well as their subsequent burial, is described and 
depicted on temple walls.9 The most extensive information 
about the ritual comes from the two late Ptolemaic roof 
chapels of the Temple of Hath or at Dendera, 10 as well as a 
shorter account in the Osfris chapel on the roof of the 
Temple oflsis at Philae.11 

THE CORN MUMMY lN THE WALTERS 

ART MUSEUM 

The corn mummy displayed in Walters Art Museum's 
chamber of wonders is a long-term loan (IL.2004.13) to 

the museum from a private collection in Maryland. The 
present owner purchased it in 1996 in Washington, D.C., 

as part of an estate; the deceased former owner reported 
that her husband "had brought it back into the United Stares 
in the 1940s, after doing work in the country of Egypt." 12 

The circumstances and exact place of the acquisition in 
Egypt, however, are unknown. Ir is difficult, moreover, to 
determine the place of the object's manufacture due to a 
lack of comparable excavated material, u and the closest 
parallels also lack excavation records. Given the lack of 
information about the work's provenance, conclusions 
about the corn mummy's authenticity, origin, dating, and 
meaning can be established onJy by detailed investigation 
of the object itself and related examples. Fig. 2a. Walcers Il.2004.13: Imcrior offulcon-fonn ooffin with mm mummy 
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Fig. 2b. Walters IL2004.13: Inrerior of falcon-form coffin with corn 
mummy. Fig. 3. Walrcrs IL2004. 13: Prone and back of wax mask. 

C OMPOSITION, MANUFACTURE, AND CONDITION 

The core of the Baltimore corn mummy (figs 2a, b) was 
formed of a mixture of clay, mud, and seeds and wrapped 
horizontally in linen bandages. Plant fibers were used to 
stabilize the face within the wrappings. A coating of oils, 
resins, wax, and gum was then applied to the entire figure. 
The figure's beeswax overlay (fig. 3) was formed in a mold, 
painted with blue and black pigment, and placed on the 
mummy. The height of the figure is 45 cm (equal to one 
small Egyptian cubit), the maximum width 13.5 cm, and 
the maximum depth 13.9 cm. The corn mummy itself 
is poorly preserved; most of the resinous coating is gone, 
as are portions of the beeswax attachments. The upper layers 
of the bandages have been partially removed, and the brittle 
coating is lost or shattered as a result (see fig. 4). Fragments 
of the coating are preserved on the chest and above the 
left shoulder; smaller fragments are visible between the 
remains of the wrapping underneath and beside the 
corn mummy in the coffin. The wax fu.ce-and-crown 
attachment has sustained damage, and later repairs are 
evident. The tip of the nose is crushed or deformed, and 
an irregular break runs horizontally across the face. The 
head of the Uraeus-serpent, the twofeathers that originally 
flanked the central part of the Atefcrown the beard, 

Fig. 5 

Fig. 4. Walters IL.2004.13: Com mummy with wax mask removed. Fig. 5. 
Walter.. Il..2004.13: Front and left side of wax-coared figure of Dua-mur-ef 

as well as parts of the jaw and neck, are broken off. Parts 
of the feathers and of the beard were found in the debris 
beside and above the head. Some unidentified forms, 
perhaps made of wax, remain in the wrappings. Traces of 
green pigment (malachite) have been found on the surface 
of the mask; it is therefore likely that the mask was 
originally painted green. 

The Sons of Horus figures were molded from the same 
clay or mud mixture as the corn mummy and coated with 
wax (see fig. 5). Their height ranges between 4.5 and 5 cm. 
One of the four figures (probably the baboon-headed 
Hapi) that would have accompanied the corn mummy in 
its coffin is lost. The feet of the human-headed figure of 
Imseti were broken off and had migrated to another area 
of the coffin; a fine horizontal hairline crack in the wax 
coating extends over the upper section of the leg, and a 
small hole is visible in the center of the back. The jackal
headed figure of Dua-mut-ef has one repaired break 
through the waist and cracks in the associated wax coating; 
the tip of the left ear and the left part of the figure's face, 
including the snout, are missing (fig. 5). The hawk-headed 
figure of Qebeh-senu-ef, located beneath the corn 
mummy; was not removed from the coffin; an x-radiograph 
indicates that it is intact. 
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Fig. 6. Walters IL2004. 13: Exrerior and interior of lid offulcon-forrn coffin 

The case and lid of the coffin itself were carved out of 
a single piece of wood (~ibly sycamore), smoothed, painted 
with black, yellow, and blue pigment, and gilded. The lid 
(fig. 6) and the case are held together and aligned by six 
matching rectangular mortises (three on each side) that are 
joined by wood scrips (see figs. 2a, b). The dimensions of 
the coffin are length 49.5 cm, width 15.2 cm, and depth 
15.2 cm. The mummy itself fits comfortably in the coffin, 
with a space of 1.3 cm around it. The lid of che coffin is in 
good condition; minor surface l~es and abrasions are evident, 
as is a large crack in the bottom of the plinth and another 
small one on the right side. Part of the blue paint of the 
hawk's muscachial band on the proper left cheek is lost, 
exposing the white ground. Minor losses have occurred in 
the black of the beak and the gilded face. Some dark spots 
are visible on the gilding in the outline around the beak, 
and the collar and borderlines of the upper wig are faded. 
It may have been a yellow or red (?) color (possibly orpimcnt). 

The mummy figure and the coffin were evidently 
disturbed on several occasions. Ar an unknown date the 
coffin was opened and the coating,14 and parts of the wrap
pings and wax attachments were damaged or desa-oyed. 
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Fig. 7a. Walters IL2004.13: X-radiograph of the com mummy in ics cue. 
Fig. 7b: Walters IL.2004.13: Computed tomography scan of the com 
mummy in its case 

Later, the damaged nose and the break across the figure's 
wax face were repaired, as was the break in che figure of 
Dua-mur-e£ (This probably rook place in the 1930s or 
l 940s before the sale of the objecc in Egypt.) In 2005, the 
wax fragments of the lower side of the jaw and neck, as 
well as a major part of the beard, were reattached in the 
conservation laboratory of the Walters An Museum, and 
Fourier Transform Infrared Spectroscopy and x-radiography 
analyses of the object were undertaken (fig. 7a).11 More 
recently a computed tomography scan was done in the 
Department of Diagnostic Radiology of the University of 
Maryland Deparanem of Medicine (fig. 76).16 

INTERPRETATION 

1. Iconography. Colors, and Materials 
The figure in the coffin represents a human mummy, with 
a conical extension on its head. The beeswax arrachmenr 
forms the iconic dernents of the head section'': the human 
face, the white Atef-crown,18 with Uraeus-serpe.nr and 
green plumes,'' and the divine beard. The beard and beard 
scraps, the lids of the eyes, and the brows are accennmed 
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with green pigmenr; the pupils of the eyes are highlighted 
in black. It is noc possible to determine whether there were 
additional arrachmenrs, such as hands bearing regalia. 
Nevertheless, the human, mummiform shape of the body, 
the A.tef-crown, and the divine beard, as well as the green 
color, which symbolizes renewal and resurrection, zo clearly 
identify the figure as an image of the god Osiris. 

The three surviving accompanying figurines of the 
Sons of Horus (sec fig. 8) arc identifiable by their beads. 
Each has a mummiform body, but Dua-mut-ef has a 
jackal head, Qcbeh-scnu-ef a hawk head (identifiable 
only on the x-radiograph above the mummy's right 
shoulder under a fragment of the resin layer [see fig. 
7)), •1 and Imscti, a human head; the ape-headed Hapi 
is missing. The disposition of the figures around the 
corn mummy is not original; it was disturbed when 
the mummification coating was removed to search the 
wrappings. The figures were probably arranged in pairs 
and placed according to the cardinal directions observed 
in Egyptian human burials: Imseti and Dua-mut-ef near 
the feet (cast), Qebeh-senu-ef and Hapi near the head 
(west). The function of chis group of divinities (known 
also as the Sons of Osiris) was to protect the body of 
the deceased Osiris and to assist in his resurrection,22 

and as a consequence to care for the deceased." The 
close relation between the mummification ritual for the 
human deceased and the corn mummy ritual for Osiris 
as part of the divine Khoiak festival accounts for the 
association of these figures with the corn mummy. u 

The case and lid of the anthropomorphic coffin are 
black, as are che eyes and the beak of the hawk's head; che 
face is gilded, the outlines of the tripartite wig and the collar 
bccween the lappets are yellow (a substitution, probably as 
an economy, for gilding), and the mustachial/postocular 
stripe combinations on the hawk's cheeks are blue. The color 
black was associated with fertility and the resurrection of 
Osiris, as well as with magical power.25 It was the color of 
night and the underworld, as well as of Anubis, protector 
of the deceased and god of mummification. 26 Gold or yellow 
represems eternal divinity and imperishability/7 and blue 
both the heavens and the primaeval flood, and, by extension, 
life and rebinh.13 

The design of che eight-row Wesekh--collar comprises 
four rows with dots, alternating with three rows in a zigzag 
motif. and at the bottom, a single row with a petal pattern. 
The collar's design may be more than simply decorative; 
the motifs may have associations with the sun, the flooding 
of the Nile or the primaeval flood, and, more broadly, 
renewal. The Wesekh-collar itself had a protective function, 
and is sometimes displayed on corn mummy coffins with 
hawk's head terminal.2'1 

Fig. 8. Conjectuia! rendering of die Sons of Horus from IL.2004.13. 
The figure of Hapi (second &om ldi) is missing from the case. 

The combination of the hawk's head and the mwruni.6ed 
"body'' in this context alludes to the necropolis and afterlife 
deity Soka.r or Soka.r-Osiris. Inscriptions on ocher examples 
of hawk-headed corn mummy coffins strongly suggest this 
identification,30 but the iconography may relate to other 
deities as well. Inscriptions on corn mummy coffins from 
Tehna el-Gebel do not mention Sokar but contain a part 
of spell 15b of the Book of the Dead with a hymn to 
Re-Harakbte-Khepri.J1 Although the absence of inscriptions 
makes certainty about the iconography elusive, the color 
of the coffin supports the identification with Sokar, as does 
the mention of the creation of a corn mwnmy together with 
a Sokar figure32 as part of the annual Khoiak celebration.33 

The materials that compose the corn mummy itself 
represent the fertile land, with its potential for annual 
renewal; they also allude to Osiris as god of fertility, vegetation, 
death, and resurrection, and ultimately to the transition 
from life to death.~ The coating of resin, gum, wax, and 
ocher components was necessary for the preservation of the 
"mummy," but it also had a magical value,35 protecting the 
connection between this world and the afterlife. T he use of 
resin for the production of heart scarabs, which were believed 
to support the deceased in the Court of the Dead, had the 
same purpose, as did the use of wax for the attachment 
comprising the face, crown, and beard. Wax was understood 
as a supernatural material with creative power, related both 
to creation and to the sun.36 All these materials, together with 
the combination of black and gold (respectively, fertility 
and divinity) for the coffin, strengthened the ritualistic 
and magical power of the corn mummy. 

2. Typological Considerations 
Despite extensive research on corn mummies, it remains 
difficult to determine the date and provenance of many 
examples because of missing or inadequate excavation records. 
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Typological comparison may be helpful in such cases. The 
noteworthy typological aspects of the corn mwnmy in the 
Walters An Museum are: (1) the wrappings with a separate 
mummification layer; (2) the beeswax attachment, comprising 
a face, an Aef-crown, and a divine beard, with details painted 
in green; (3) the presence of figurines of the Sons of Horus; 
(4) the black coffin with a small plinth; (5) the gilded face of 
the coffin, and ( 6) the absence of inscriptions or representations 
on the coffin. 

The excavated parallels closest to this combination of 
characteristics are from Tehna el-Gebel,37 but most examples 
with this provenance have a yellow coffin (a few are black with 
yellow or white details) with a blue (rather than black) wig, and 
they carry texts and vignettes. The wrappings of the mummy 
figure are soaked with coating, and the mwnmies themselves 
are ithyphallic. A newly identified comparable gwup may 
originate from the Fayum region. It is characterized by a black 
coffin, a beeswax or gold mask, and an inscription with 
Pyramjd Spell PT 368.38 Examples from Thebes (Wadi 
Qubbanet el-Qirud) El Sheik Fad!, and Tehna el-Gebel differ 
markedly from the corn mummy at the Walters. However, 
neither the Tehna el-Gebel nor the so-called Fayum group 
seems to have sufficient points in common with IL.2004.15 
to warrant classifying it in either of those two groups. 
Therefore, it seems likely that IL.2004.13 comes from 
another necropolis. Unfortunately, typological comparison 
does not help establish more precise dates because the 
comparative pieces themselves are not securely dated. 

3. Style 
The body of the corn mummy is a highly simplified form 
with areas corresponding to the head, torso, and legs rendered 
in balanced proportions. The wrappings are horizontally 
arranged, and what survives of the coating shows evidence of 
having been smoothed. The face of the beeswax attachment 
is round, with full cheeks and chin. The eyes have lids 
accentuated with color, long and slim eyeline extensions, 
as well as slightly downward-tilting inner corners. That the 
left eye of the figure is larger than the right one may be due 
to the instability of the wax and the repair of the horizontal 
crack. The long, color-accentuated brows begin high above 
the root of the nose and continue to the temples in a sloping 
line. The nose is small and has a slim bridge; the mouth is 
unpronounced with very slightly lifted corners. Green hatch 
lines, broadening toward the ears, define the beard straps; 
the beard itself is slender in comparison with the straps and 
has a green painted plait pattern. All green painted parts 
are defined by chin, black outlines (brows, lids, straps) or 
structure lines (beard). The center of the white painted 
Atef-crown is unusually large in comparison with the face 
and the broken-off, green-painted, flanking feathers. The 
head and shield of the cobra are raised in moderatdy high 
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relief and flanked by a double loop winding of the body; the 
slender tail undulates very slightly to the top of the crown. 

The proportions of the slender coffin are well balanced. 
The gilded, oval face of the hawk is in low relief, the brows 
and beak more prominent, and the circular outlines of the eye.5 

executed in raised relief with a small incision representing 
the inner corners. The eyes and beak are painted black; rhe 
outer corners of the beak end in fine curved lines. The 
mustachial/postocular stripe combinations are painted in 
blue, with fine black outlines. The zigzag structures of the 
upper ends of the postocular stripes were pajmed free hand, 
possibly to give them a more natural appearance. The 
slightly rajsed, yellow borders of the wig are very regular, 
unlike the pattern of the collar between the lappets, which 
is a little more irregular, especially the alignment of the row 
dividers and the dot pattern. 

PARALLELS 

Some parallels to the com mwnmy on loan to the Walters have 
been documented,39 as have three extremely close examples. 

The first was acquired by the Museum of Fine Arts, 
Houston (acc. no. 2006.280, fig. 9). With the exception of 
recent changes in ownership, the provenance of the Houscon 
com mummy and coffin is unknown. From 1982 to 1995 
the ensemble was in the Ernst Haas Collection and offered 
with Charles Ede Limited, London, in 1995. From 1995 ro 
2005 it was part of the Benson and Pamela Harer Collection 
in the Urured States and then offered by the Benson Harer 
Family Trust with Christie's New York, 9 December 2005, 
Sale 1691, Lot 25 (catalogue, 42-43). The Houston 
mummy-figure is made of mud, sand, grain, and linen, 
and has a beeswax mask, painted in green, white, and black, 
as well as a murnmilicacion coating. The coffin is carved 
wood, painted with black and yellow pigment, and partly 
gilded. The measurements of the coffin are as follows: 
length 48.9 cm, width 16.5 cm, and depth 14 cm."°Thc 
height of the mummy is about 45-46 cm. 

The second example belo~ ro the Agyptisches Museum 
und Papyrussammlung in Berlin and is on long-rerm loan co 
the Poznan Archaeological Museum (fig. 10). The ensemble 
was discovered in storage at rhe.Agyptisches Museum, lacking 
an inventory number or other records of its entry into the 
colJection. The provenance is thus unknown, as is the dare of 
its entry. An x-radiograph of the mummy figure taken in 2000 
indicates chat it is composed of mud or sand and wrapped 
linen. No coa~ or aroichmems are prcscrvcd on the mummy 
figure, but remains of a black resinous substance arc visible 
on at the bottom of the case's interior. The exterior of the 
coffin is painted with black and yellow pigment and partially 
gilded; the length of the coffin is 49.5 cm and the width 
16.8 cm; the height of the mummy is 42 an.•• 



The third aample is a coffin of a corn mummy in the 
Smdiche Mu.seen Kassel, inv. no. Vl25.41."-The provenance 
of rhe coffin is unknown; irwas purchased by the musewn 
in 1991 from the German art dealer Roswita Eberwein. 
The wooden coffin is painted with black and yellow pigment 
and panially gilded. The length is 49.5 cm, the width 17 cm. 
The com mummy itself has been lose; an ancient falcon 
mummy that occupies che case is a modem replacement. 

The fourth example is in the Museum der Brockulrur, 
Ulm, inv. no. 0-755 . ., The provenance of the coffins and 
com mummy is unknown. The wooden coffin has a pitch 
coating and is decorated with yellow pigment; the hawk's 
face is partially gilded. The mummy figure is formed of 
earth, grain, and linen; its face is covered by a dark beeswax 
mask with Atef-crown, Uraeus serpent, and divine beard. 
The length of the coffin is 48 cm, the width 18 cm. 

Several obvious similariries and differences among these 
five coffins and the four com mummy figures are evident. 
The siz.e of all five coffins is nearly identical, as is the size of the 
three mummy figures (the Berlin / Poznan figure, at 42 cm, 
is slightly smaller than the other two). The material and 
techniques used, especially the coatings of the Baltimore and 
Houston mummy figures, appear to be very similar. The 
cases and lids of the five coffins each have six slots of similar 
size and placement for plugs to fit them together. The coffins 
are slender, with balanced proportions, and terminate in a 
small plinth. They are black, without inscriptions or vignettes, 
and the hawk faces are gilded. The style of the hawk faces 
is very similar, bur the foreheads of the Berlin / Poznan and 
Baltimore examples are high and arched, whereas the Ulm and 
Kassel examples are flatter, and Houston has a superciliary 
arch (see fig. 11). While the mus ta chi al / post ocular stripes 
differ in color (blue or black), the shape (including the 
free-hand painted upper ends) is quite similar. The yellow 
collars between the yellow-rimmed lappets of the wigs vary 
slightly: The Baltimore and Ulm examples have eight rows; 
Houston and Berlin / Poznan, seven; and Kassel, five. The 
patterns are the same, but the sequence varies slightly, and 
only the Kassel example is missing rhe petal pattern in the 
bottom row. The three mwnmy figures are similarly shaped 
(none is ithyphallic) and the wrapping techniques are similar. 
The crown of the Baltimore and Houston com mummies 
is large relative to the face. The shape and long tail of the 
Uraeus serpent of the Baltimore, Houston, and Ulm corn 
mummies are very similar, and the slender flanking feathers 
broken off. The iconography of the face and crown wax 
attachmenrs is nearly the same; only the colors differ. While 
the face of the Houston figure is painted green with black 
accents, the face of the Baltimore example is unpainted with 
the exception of the green accents (fig. 12). Moreover, the 
style of the features in both masks is nearly identical, with 
the round face, small nose and mouth, brows beginning 

Fig. 9. Egyptian fulcon-fom1 coffin with com mummy. Painted and gilded 
wood, grain, earth, linen, and wax; coffin: 48.5 x 16.5 x 14 cm; mummy: 
length 45-46 an. Museum of Fine Ans, Houston, Museum purchase 
with funds provided by ch.e Museum Colleccors (2006.280) 

Fig. 10. Egyptian Falcon-form coffin with com mummy. Painted and 
gilded wood, grain, earth, and linen; coffin: 49.5 x 16.8; mummy: 
length 42 cm. Berlin, Agypcisches Museum und Papyrussammlung, on 
long-term loan to the Muzeum Archeologicme w Poznaniu (Poznan) 
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Fig. 11. Faces and collars of che Balrimore (lefi:), Houscon (center), and Berlin/ Poroan (right) falcon-form coffins 

high above the base of the nose, eyelids accentuated with 
color, and long, slim eyeline extensions. The only significant 
difference is the larger size of the wax mask in the Houston 
example, which covers not only the head bur also part of the 
chest, while the mask of the figure at the Walters covers only 
the head and neck (possibly due to losses). The features of 
the wax com mummy in Ulm differ slightly. The eyes and the 
mouth are larger than in the other examples. The face is 
painted black and the crown in its present state has a reddish 
cast. It is likely that it also was originally painted black. 

The similarities between the corn mummies and their 
coffins strongly suggest that they were produced at the same 
time, in the same place, and by the same workshop. The cor
relation is even more likely given the differences between these 
examples as a group and other documented corn mummies. 

CONCLUS I ON 

The corn mummy IL2004.13 and its falcon-form coffin were 
produced in ancient Egypt, and there is no evidence (either 
technical, material, or scholarly) to question the authenticity 
of the ensemble, even though the closest paralJels are similarly 
bereft of excavation records. The ensemble and its direct 
parallels may come from a necropolis in Middle Egypt, given 
their similarities co excavated examples from Tehna d-Gebel;'4 

bur they are not close enough co securely assign that as their 
place of origin. The different proportions, the lack of texts and 
vignettes on the coffins, and a slightly different mummification 
technique (rather than soaking the wrapping, the coaringwas 
applied to the upper layers of the wtappings) are essential 
arguments against assigning it ro the two groups, although 
some of the differences may reflect a temporal distance in the 
dates of their production. However, one might also consider 
hypothetically a ~ible origin of the five examples in another 
important sire in Middle Egypt: for example, Abydos, the 
center of the Osiris cult. Beginning in the Ramesside period 
(with the cenotaph of Secy I [d. 1279 B.C.), Abydos was also 
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an important ritual place for Sokar, as a chthonic deity, and 
in the Lare Period an important place of pilgrimage for 
Prah-Sokar-Osiris. The high quality of the Baltimore corn 
mummy/coffin ensemble makes a more prominent place 
of origin plausible. However, corn mummies with a ydlow 
or golden decor and beeswax mask are also thought to have 
come from the Faiyum.~s 

An exact daring of the ensembles must rely on typological 
and stylistic comparisons alone. The time frame for corn 
mummies in hawk-headed coffins extends from the late Third 
Intermediate Period to the Greco-Roman period, although 
the dating of both the earliest and the latest examples is a 
matter of some controversy. A more precise identification of 
the date and place of origin of each is hindered as well by the 
absence of inscriptions or vignettes, the inherent instability 
of the wax that composes the figures' face, and the dearth of 
stylistic research on Egyptian animal sculpture. Nevertheless, 
the slender profile of the coffin, the balanced proportions, 
and the muted colors preclude a late Ptolemaic or Roman dace. 
The high quality of the gilded hawk face with its carefully 
modeled surface, and the hwnan beeswax face with slim, less 
curved brows, pronounced eyelids, and long, slim eycline 
extensions are characteristic of the Twenty-sixth Dynasty 
(664-525 B.C.), as are the Umna-serpenc's shape and very 
long tail with subtle undulations.'46 However, the round fuce 
and the small unaccenruated mouth may point to a slightly 
later date. 

One consistent and noteworthy feature of these corn 
mummy ensembles is the absence of inscriptions and vignettes 
on the coffins. Several possible explanations might account 
for this: (1) the figure, together with irs coffin, was encased 
in an inscribed stone or pottery sarcophagus (as were several 
examples excavated in Tehna el-Gebcl);4

• (2) the coffin was 
unfinished, used for an unknown bur urgent reason; (3) 
the burial of the corn mummy rook place in a special pan 
of the necropolis with a chapel or another monument that 
contained texts or images (or both). No conclusion as ro 
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Fig. 12. facc..and-crown art:IChmems of chc Baltimore (left) and Houston 
(right) com mummies 

the most likdy explanation among these, however, can be 
made without further information on the archaeological 
context of similar examples. Whac is certain is char these 
com mummies had a rirual function and chat chey were 
pare of che annual Khioak festival. They were made to ensure 
che regeneration of nacure and che renewal of gods and 
morca.ls in the afterlife. Magic was part of the rirual, as was 
the com mummy icsdf. a miraculous tool that guaranteed 
conrinued existence. 

Regine Schulz (rschulz@thewalttrs.org) is curator of ancient art 

and director of international curatorial relations at the Waiters 

An Museum. 

NOTES 

1. The female child mummy (IL 1990.28.3) is a long-term loan to the 
museum by Goucher College, Baltimore. 

2. Sec R. Germer, Das Geheimnis tkr Mumien: Ewiges uben am Nil 
(Hildesheim, 1997), 95-115; R. Schulz, "Travelm, Corresponclems, and 
Scholars: Images ofEgypc through the Millennia," in R. Schuh.and M. 
Seidel, Egypt: \florla of the Pharaohs (Cologne, 1997), 493-94; M.J. 
R3vcn and WK. Taconis, Egyptian Mummies: Radiological Atlas of the 
ColkaioTlS i11 the National Museum of A11tiq11itits at Lndci (Brepols, 
2005), 19-20. Of che o.'tensive Ureracure on chambers of wonders, see, 
for example, E. Sardo, ed., Athmwi11s !Grr:her: II mu.seo tkl mondo, ex:b. 
car., Rome, Palazzo Vcncco (Rome, 2001), 101-32. 

3. The ccrm •com• in Egyprology (as in English biblical usage) designates 
grain in general. Botanical analysis of a group of com mummies in a 
Polish coUcccion has identified che grain used as em.mer or barley, which 
formed che basis of the mosr imporranr foods of the Egyptians: bread 
and bctt. Sec K. Wasylikova and A Jankun, "Identification of Barley 
from che Ancicnr Egyptian Com-mummies in the Archaeological 
Museum in Cracow," MarerialyArr:haeologiczn 30 (1997): 13-15. 

4. Similar~ arc used in French and Getman: "Osiris figurine," "pscudo
momie d'Osiris," "Osiris vegcranr" {Fr.); "Kornmu.rnie," "Osirismumie" 
(Ger.), ere. Sec C. Seeber, "Komosiris," in W. Heick and W. Westendorf, 
eds., I.mkon tin Agypto/ogie 3 (Wiesbaden, 1980), 744-45; M.J. 
R3vcn, "Com-Mummies," OudheidJmndige metktklingm 63 (1982): 
7-38; M. C. Centrone, "Behind che Corn Mummy," Current &searr:h 
in Egyptology 2003, ed. K Piquerce and S. Love (Oxford, 2005), 11. 
Although a variety of these pseudo-mummies are documenced, ochers 
have been misidentified as genuine animal or child mummies. 

5. This differs from rhe two-dimensional so-called Osiris beds placed 
in New Kingdom royal combs. Raven, "Com Mummies," 12-15. 
Comparunemed pottery vessels used for the "rinial sprouting" of grain 
were likely Middle Kingdom precwsors to com mummies. See Centrone, 
"Behind the Com Mummy," 24-25 (wich references). 

6. For painred examples, see Raven, "Com Mummies," 18 ff. A gilded 
example is in Berlin, Sraadiche MUSCCll Zlt Berlin ~ischcr Kulrurbesicz, 
Agyptischcs Museum, SMBPK. 310207 [6/66], published in W. Kaiser, 
Agyptisches Mu.se11m Berlin (Berlin, 1967), 84, no. 867. U. Fritz, 
"Kornmumien aus dem Fayu.m? Ein Komosiris in &Jkenformigem 
Holzsarlcophag (Ti.ibingen Inv. 1853a, b, c)," in St11dim zur Altiigytischen 
Ki,ltur 35 (2006): 110----11, fig. 9. 

7. Only a few examples with masks made of gilded silver are documented. 
See Raven, "Corn Mummies," 26, no. 3 (Budapest, Szepmi.iveszeti 
MU7.Cum, inv. no. 6022, illusrrared in I. Nagy, Colkction.r of the Museum 
of Fine Ar/3' Budapest, 2: The Egyptian Colkcrion [Budapest, 1999], I I 3, 
fig. 93}; A. von Lleven, "Ein neuer Kornosiris im Abemeuermuseum 
Saarbriicken," B,Jlmn tk la Sociiti d'Egyprohgie (Gmeve) 24 (2000-200 I): 
59-70; Centrone, "Behind the Corn Mummy," 13-14. U. Fri~, 
"Kommumien aus dem Fayum? 103-24. 

8. Centrone, "Behind the Corn Mummy," 23. 

9. The vignettes on che coffin of Djed-Bast-iu-ef-ankb (Hildesheim, 
Roemer- undPelizaeusmuseum, inv. no. 1954 (see B. Schmitz, "Sarg des 
Djed-Bast-iu-ef-ankh," in A Eggebrecht, ed., Suche nach Unsterblichkeit 
[Hildesheim and Mainz, 1990), 28-29, no. Tl) display the mummifi
auion process in several scages, including the motif of the germinated 
corn mummy. Additionally, the fooc of the coffin shows cwo scenes, one 
with the figure of Sokar (mummiform with hawk head) and one of 
Khenti-Imentiu (Osiris, hominin with a feather crown), created during 
the Khoiak festival and mentioned in the mystery te:xr in the roof chapels 
of the Dendera temple. 

10. See: E. Chassinat, u mystere d'Osiris att mois tk Khoiak, 2 vols. 
(Cairo, 1966-68); S. Cauville, Le temple tk Dmdera, 10: Les chapel/es 
osiriens (Cairo, 1997); Raven, "Com Mummies," 27-29; M. Raven, "A 
New Type of Osiris Burial," in W. Clarysse, A. Schoors, and H Willems, 
eds., Egyptian &ligion: The Last Thousand Yean-Studits Dedicated to 
the Memory of Jan Quaegebeur, Oriencalia Lovaniensia Analacca 84 
(Leuven, 1998), 235--39. 

11. G. Benedice, u temple tk Philae, Memoires publies par !es membrcs 
de la ~ion archeologique fianylise au Caire (MMF) 13 (Paris, 1893), pl. xi. 

12. Sraced in a leccerofl5 Ju1y2006 &om the present owner ro themuseum. 

13. See Raven, "Com-Mummies," 21-23. 

14. The coating on the very similar com mummy in the Museum of Fine 
Arrs Houston (acc. no. 2006.280, see infra) is intact and conveys an 
idea of the original appearance of char layer. 
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15. Meg Craft, senior object conservaror ac the Walters An Museum, 
and Jennifer Giaccai, conservation scientist, were responsible for the 
technical analysis of che object as well as its conservation crearmenc in 
2005, and generously shared their findings with me. 

16. The scan was undertaken in March 2008 ac the University of 
Maryland School of Medicine, Department of Diagnostic Radiology. I 
am graceful co Barry D. Daly, M.D., professor of diagnostic radiology, 
ER.GR., who made chis examination possible. 

17. "Iconic" here designates a standardized image with specific meaning. 

18. Remains of the feathers with blue-green pa.int are still visible on 
both sides of the crown; pa.rt of a feather is locaced above the head of 
the mummy-figure between li-agmenrs oflinen wrappings and the resin 
layer. See fig. 4. 

19. For the function and meaning of theAtef-crown in relation to other 
royal crowns, see S.A. Collier, The Cruwns of Pham.oh: Their Development and 
Significance in Ancient Egyptian Kingship (Ann Arbor, Mich., 1996). 

20. R.H. Willcinson, Symbol and Magic in Egyptian Art (London, 
1994), 108-9. 

21. The mummy's &agility makes it impossible co remove the ~in layer and 
che figure from the coffin. X-radiographic and computed tomography 
imaging (figs. 7a, b) shows only the shadow of the figure, but it is clearly 
placed on the back or &om of the mummy, not on the side. The slenderness 
of the upper section suggests thac che figure has che head of a hawk, nor 
of a baboon. 

22. For example, Pyramid Texts, Pyr. l 983e. 

23. For example, Pyramid Texts, Pyr. 1333c; Book of the Dead, chap. 
137A, 22- 30. 

24. See J. Assmann, "Ei.n Wiener Ka.nopemext und die Srundenwachen in 
der Balsamierungshalle," in J. van Dijk, ed., &trJS on Ancient Egypt in Honour 
of Herman Te Vel.de, Egypcological Memoirs I (Groningen, 1997), 4. 

25. G. Pinch, "Red Things: The Symbolism of Color in Magic," in W.V. 
Davies, ed., Colour and Painting inA,1cient Egypt (London, 2001), 183. 

26. T. DuQuesne, Black and Gold God, Oxfordshire Communicacions 
in Egyptology 5 (London, 1996). 

27. Wilkinson, Symbol and Magic, I 08. 

28. lbid., 107-8. 

29. Book of the Dead, chap. 158; for the amulecic function, see C. 
Andrews, Amulets of Ancimt F,gypt (London, 1994), %-97; for che ritual 
function, see R. Beaud, "I.:offrande du collier-ousekh," in S. lsraelic
Groll, ed., Sh1dies in Egyptology Presented ro Miriam lichtheim, 2 vols. 
Oerusalem, 1990), 1:46-62. 

30. See, for example, Centrone, "Behind rhe Com Mummy," 13; D. 
Kure, "Einige lnschrifi:ea aufSargen des Korn-Osiris," Gottinger Misullr11 
166 (1998): 43-52; Raven, "Com-Mummies," 31. 

3J. Raven, "Com-Mummies," 31. 

32. Raven, "A New Type of Osiris Burial," 231-39. The Sokar figure is 

mentioned only in the text; there is no archaeological evidence. Therefore 
ic is possible char che "Sokar figure" represents the outer form of the 
corn mummy's coffin. 

33. J. F. Quack, "Die rituelle Erneuerung der Osirisfigurinen," D~ Welt 
des Orients 31 (2000/2001): 5-18. 
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34. M. Raven, "Magical and Symbolic Aspects of Cerra.in Macerials in 
Ancienr Egypc," Varia Aegyptiaca 4, no. 3 (1988): 240-41 . 

35. See M. Raven, "Resin in Egyptian Magic and Symbolism," 
Oudheidlmndige .Mwlingen iut ha Rijksm11seum V(TI/ Oudhedo, ~ leidn, 
70 (1990): 7- 22. 

36. See M. Raven, "Wax in Egyptian Magic and Symbolism," 
Oudheidkundige Medelingen iut haRijksmusrom van Oudl~dn1 te Leidn1 
64 (1983): 7-48; S.H. Aufrere, "Bees and Flowers in Ancient Egypr: A 
Symbolic Relationship within the Mythopoeic Concept of Light," in 
S. H. Aufrere, ed., Encyclopedi.e religi.euse tk L'imivm vegeral: Croya11ct.s 
phytoreligit!11Jes de l'Egypre mtcimW! 2, Orienmlia Monspeliensia 11 (2001 ): 
493-519. 

37. Raven, "Com-Mummies," 2 1-24; Cencrone, "Behind che Com 
Mummy," 19-20. 

38. Fitz, "Kornmunuen aus dem Fayum?" 116-18; C. Ccnrione, 
"Choosing the Burial Place for Com Mummies: A Random Selection," 
in R.J. Dann, ed. Gm~nt Research in Egyptology (Durham, 2005), 
24-26, consider a Meidum area group. 

39. For less similar examples, which may come from the same source. 
see B. Gessler-Lohr, "Das lier in Religion und Kunst des Aleen Agyptcn," 
in Antikl'TI W4-lt 22 no. l (1991 ), 60 (special exhibition ac che Ibis G.tllery, 
New York, March 1991); and a coffin formerly in che Museum of Fine 
Am, Boston, acc. no. 2001.547.1-2 (William Sreveason Smith Fund; 
deaa:essioned). For further references on comparable coffins and ensembl.cs, 
see A. Felgenhauer, Agyptisches und Agyptisiert11de K,mst/Wrlu: 
Vollstiindigcr Kotalog (Kassel, I 995), 192. 

40. The coffin and mummy-figure are mentioned in rwo publications: 
W. Forman a.ad S. Quirke, Hierogl.yphs and the Afarlifo in Ancient Egypt 
(London, 1996), 152-53; and D.C Forbes, "Ha.rerColl«rion of Egyptian 
Antiquities on ViC\v at California's Newest Museum," KMT 8, no. I 
(Spring 1997): 20-21. 

41. The ensemble is published by A. Cwiek, Smiert i Zyci w Starotjf11ym 
Egipcie (Poznan, 2006), 60-61, fig. 79. The length of che coffin as 
described in the publicition (52 cm) should be amended co read 49.S 
cm. I thank Dr. Cwiek for his kind assisca.nce and funher informarion. 

42. See Felgenhauer, Agyptisches t4ndAgyptisiomde K,msrudte, 189-92. 
figs. 89a, b. 

43. D. von Recklinghausen, in Agytische Mumim: Unsurblidikrir im 
Land tkr Phamo11 (exh. car., Stuttgart, 2007), 212-13, no. 98. 

44. These similarities are the single wax artachmem wid1 unitary fucc. 
Atef-crown, incorporaccd beard, the black coffin, and the gilded hawk fucc. 

45. U. Fricz, "Kommumien aus dem Fayum? Ein Kornosiris in falken
f6rmigem Holzsarkophag (Tiibingea Inv. 1853a, b, c)," Studim wr 
Alt:iigyptischen KJ,ltur 35 (2006): I 03-24. 

46. For comparison with the head of an Osiris-figure, sec 8. V. Bochmcr 
ec al, Egyptia11 Sc,Jptul"l' of the LAie Period, 700 B.C w A.D. JOO (New 
York, 1961), 57, no. 50, pl. 46, fi~. 112 and 113. 

47. Raven, "Corn-mummies," 24. 
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5E.EING THE WHOLE PICTURE 

A Madonna and Chi/,d in the Collection of the Walters Art Museum 
and the Praesepe of Santa Maria Maggiore 

SHEL.LEY MACLAREN 

AMndonna and Child attributed ro Amolfo di Cambio 
l: (1240/50-1302) and workshop is one of the many 

objccrs char received much-deserved attention with the 
rcinstallation of the Palazzo building of the Walters Art 
Museum in 2005. The Madonna and Child (acc. no. 27.561) 
entered the museum's collection in 1959 as the bequest of 

" the coUeaor Christine Alexander Long, widow of former 
U.S. ambassador rn lraly and assistant secretary of state 

: Breckinridge Long.' The Walters' Madonna and Child 
has only recently been the subject of in-depth study, and 
published comments have on the whole ~een r~ricte~ t~ 
remarks on style and attribution. G1ovanru Prev1ta1i 
intended to fearure the sculprure in a leccure on Amolfo's 

li- use of polychromy; while there is no record of PrevitaJi's 
findings, his interest in the sculpture led to the publication 
of a photograph of the Walters' Madonna and Child as the 
frontispiece ro a 1991 posthumous collection of his 
cssays.l Enzo Carli accepted the proximity of the sculprure 
to Arnolfo's style, but had reservations about the quality of 
certain parts of the work.3 Enrica Neri Lusanna compared 
the Walters' Madonna to the figure of the Virgin in a relief 
Annunciation (ca. 1300) in the Victoria and Albert Museum, 
attributed to Arnolfo's workshop.4 In 2005 the Walters' 
Madonna and Child was included in the international loan 
exhibition Arnolfo: All.e origini tkl Rinascimento fiorenti.no, 
curated by Neri.) An abbreviated version of the following 
argument, now modified by observations made in the 
installation, appeared in the exhibition catalogue.6 

Beyond questions of attribution, the Walters' 
Madonna and Child is particularly intriguing because of 
two unusual iconographic features. These features allow 
us to imaginatively reconstruct the sculpture's setting 
in an Adoration scene. The evidence these features 
provide also has important implications for our under
standing of the original appearance of one of Arnolfo's 
most significant monuments, the Praesepe of Santa 
Maria Maggiore. 

The }oumnl of rhe Walrm Art Musmm 63 (issue yea1· 2005; puhiished 2009) 

THE SCULPTURE 

The Walters' Madonna and Child (figs. la-c) is sculpted 
on three sides and is largely flat and unfinished at the back.7 
In photographs, the Madonna and Child has a monumenral 
presence. In person, however, the statue, 78.4 cm high, 
gives an impression of remarkable delicacy. The Virgin 
inclines her head to her lefi: and bends her lefi: knee slightly. 
Her hair is elaborately bejeweled, with a pearl diadem and 
what appears to be a circular ornament with round jewels 
set on top of her head. The Virgin supports the Christ 
Child with both hands. Her left hand cradles him from 
underneath, while her right hand gently supports his back. 
The pose is at once reminiscent of both the affectionate 
embrace seen in representations of the Madonna of 
Tenderness and the more hieratic pose of the Nicopeia 
icon, or the Bringer of Victory, in which Mary holds 
Christ directly before her.8 However, the Walters' 
Madonna does not touch her face to Christ's, as she would 
in a Madonna of Tenderness, nor is Christ presented 
frontally to the viewer, as in the Nicopeia icon. Instead 
Mary tips her head ro her left, away from Christ, and 
directs her gaze outward. Rather than holding Christ close 
or facing forward, she presents him as if to a viewer slightly 
to her left. The chubby Christ Child looks upward at his 
mother, and raises his left arm. In his right hand he holds 
a small pot with a segmented lid and a tiny ball handle. 

ARNOLPO DI CAMBIO AND WORKSHOP 

The closest parallels for the Walters' Madonna and Child 
are not found in other sculptures of the Madonna and 
Child executed by Arnolfo di Cambio and his workshop, 
such as the Madonna and Child of Santa Maria del Fiore 
(ca. 1300).9 Unlike that monumental sculprure, the Walters' 
Madonna and Child is rendered on an intimate scale, with a 
tender emotional cone. The sculpture more closely resembles 
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Figs. la-c. Arnolfo di Cambio and workshop, MadiJnna and Child, ca. 1291. Marble, 78.4 x 26.7 x 22.5 cm. Baltimore, Walters An Museum, 

Bequest of Mrs. Breckinridge Long, 1959 (27.561) 

other works attributed to Arnolfo and his worksbop.10 The 
fleshy cheeks situated low on the face, the soft rounded jaw, 
the large eyes, and small, delicate lips have several parallels: 
the scribe from the fountain of Perugia (1280s), the clerics 
from the tomb of Riccardo Annibaldi (d. 1289) (fig. 2), 
and the figure of San Valeriano from the ciborium of Santa 
Cecilia (1293)!1 The Vrrgin's protuberant eyes, their lids 
delineated by two curving lines, and the geometric treaonem 
of the brow appear elsewhere in Arnolfo's work, again in 
theAnnibaldi clerics, as well as in the poruait bust of Boniface 
VIII (ca. 1300) in the Palazzo Vaticano, Appartamento del 
Pontefice. The Madonna's profile and the massing of the 
flesh on her face (fig. 3) resemble the features of the effigy of 
Honorius N (d. 1287) (fig. 4), attributed by Angiola Maria 
Romanini to a member of Arnolfo's workshop, the sculptor 
also given the figures of the two standing magi from the 
Praesepe at Santa Maria Maggiore. (1285/87-1291) 12 The 
rather squat proportions of the sculpture, particularly the 
shortness of the figure's lower leg relative to the rest of the 
body, resemble the proportions of the figures from the 
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Sama Maria Maggiore Pmesepe (see infm ~- Ba, b), the 
Annibaldi clerics, and those of Saint Peter and Sa.int Paul 
on the ciboriurn in San Paolo fuori le mura (1284). As 
Luciano Bellosi noted, the Child in the Walters' sculpture 
has affinities with the Child on Luca Savelli's comb in 
Sama Maria in Aracoeli, a monument also given co 
Arnolfo's workshop.13 The three folds that mark the bend 
in the Madonna's knee are similar to chose at the knees of 
the Annibaldi clerics, and the repeated V-folds on Christ's 
garment are typical of Arnolfo's work. Neri noted similarities 
between the type of mantle and handling of the drapery in 
the Walters' Madonna and the Virgin in the Arnolfian 
Annunciation in the Victoria and Albert Museum.•◄ The 
drapery of the Victoria and Albert Madonna, however, is 
more animated than that of the Walcers' Madonna, and is 
less naruralisrically convincing. Bellosi dated the Walters' 
Madonna and Child to the first half of the I 290s on the 
basis of the work's similarities co the figures of the ciboriwn 
of Santa Cecilia in Rome. The resemblance of the 
Madonna and Child to Arnolfo's earlier works, however, 



especially che clerics &om the Annibaldi comb and che effigy 
of Honorius Iv; suggests chat che date of ics composition 
may be pushed back co che late 1280s:~ The suongest 
parallels for che sculpture are found in works produced in 
a Roman context. 

When compared with ocher sculptures in Arnolfo's 
oeuvre, the Walters' Madonna and Child also has its weak
nesses. Ics finish is a little rough; chisel marks are visible on 
the Madonna's cheeks and maphorion, her pupils have not 
been carved, and che folds of her garment are not as crisp 
as chose seen elsewhere in Arnolfo's sculptures. The chisd 
marks in particular, however, are magnified in photographs. 
Although ics surfaces are slightly rough, the sculpture is nor 
n~y unfinished. There are areas of breakage: the Christ 
Child has lose his knee and the front pan of his right foot, 
and there is evidence of a break in the marble at the 
Virgin's feet. Several areas may have been altered lacer in 
the life of the sculpture. le is possible chat the Virgin's eyes 
have been recarved. The right foot in particular seems 
clumsily blocked ouc and may have been reworked. The 
hair just beside the maphorion on the figure's proper left 
side is more roughly articulated than the rest; the area may 
have suffered a loss and been subsequently recarved. These 
weaknesses, however, do not preclude an attribution co 
Arnolfo di Carnbio and his workshop. The feet may not 
have been openly visible when the sculpture was installed 
in its original setting. Alternatively, the awkwardly 
blocked-out foot may be che result of a lacer intervention, 
perhaps after the breakage ac the base. The rough surface 
of the Virgin's cheeks has parallels in the heads of the 
Annibaldi clerics and the cheeks of the portrait bust of 
Boniface Vlll. The surface may also have been left slightly 
rough in order ro be painted.16 While no evidence of surviving 
polychromy has yet been found on the Madonna's face, 
examination of her tunic, which is stained slightly yellow, 
has revealed flecks of now-green pigment.17 The pupils of 
the Madonna's eyes would likely have been painted, as 
were those of the acolytes in the de Braye monument. 18 

Most important is the overall impression conveyed by 
the sculpture. Despite its small size, the Walters' Madonna 
and Child has an emphatic and convincing volumetric 
presence. It also has emotional weight, for the two figures 
express a great deal of tenderness in their poses and fearures. 
The soft smile of che Christ Child as he reaches up to his 
mother, the gently solemn set of Mary's mouth, and the 
protective tilt of her head over the Child communicate 
the sense of "inner life" and emotional expressiviry chat 
characterizes Arnolfo's works. '~ The sculptor's attention to 
such details indicates chat a strong sense of human interaction 
was particularly important for chis commission. 

Fig. 2. Arnolfo di Cambio, Fragment &om the romb of Riccardo 
Annibaldi (detail), ca .. 1289. Rome, Basilica of San Giovanni in Larerano 

Fig. 3. Arnolfo di Cambio and workshop, 
Mru/Qnna ttnd Child (27.561), detail 

Fig. 4.Amolfu di Cambio and workshop, effigyofHonorius IV (detul) from 
cheromb ofVannaSavelli, ca 1287. Rome, Onu:ch ofSam:aMaria inArameli 
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Fig. 5. Tabernacle, French, fourteenth cenrury. Ivory, overall (open): 27.9 x 
15.7 x 5.3 cm; overall (dosed): 27.9 x 6.9 x 5.1 cm. New York, The 
Mecropolitan Museum of Arc, bequesc of Theodore M. Davis, 1915 
(30.95.115) 

THE POT 

The pose and attributes of the Walters' Madonna and Child 
ace unusual, and the singulacicy of these features provides 
specific clues about the sculpture's original setting. The 
Vtrgin tilts her head to her left, away from the Christ Child, 
opening up the relationship between Mother and Child to 
outside interaction. Her left knee is bent, also implying a 
slight turn co her left. Her pose not only animates the 
sculpture, but also suggests a larger narrative context. 

This context must have been the episode of the 
Adoration of the Magi, as indicated by the small round pot 
held by the Christ Child. Sculpted representations of the 
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Adoration were prominent features of Italian pulpits and 
lunenes in the twel&h and thirteenth centuries.lll The pot, 
with its segmented lid and ball handle, is very similar to 
examples found in other representations of the Adoration 
of the Magi. Two of the magi &om the rwelfth-cenrury 
west portal of Verona Cathedral proffer Jaeger versions of 
such pots. On Nicola Pisano's Pisan Baptistery pulpit of 
1260, the magi offer round pots with ball handles.11 

The dynamic pose of the Walters' Madonna and Child is 
best understood as a sign of the implied interaction with 
the first of the magi, whose gift Christ holds. The Vtrgin's 
pose and the iconography of the pot make sense only if the 
sculpture is imagined as having been part of a group that 
included the three magi approaching from the Virgin's left. 

ln most depictions of the Adoration, however, the 
Madonna is enthroned. To my knowledge, there is no extant 
Italian precedent for a standing Madonna in a monumencal 
Adoration scene. There is, however, a French precedent.21 

Evoking the Adoration, a standing Virgin and Child 
appears on the trurneau of the right portal of the western 
fas:ade of Am.iens Cathedral (1220-30), while the magi 
appear on the left jamb.23 At a miniature scale, portable 
French Gothic tabernacles (fig. 5) provide multiple examples. 
These tabernacles were fashionable by the late thirteenth 
century, and recorded in Italy at that rime.24 Whether of 
ivory or metal, they frequently contain at their centers a 
standing statuette of the Madonna and Child. Their 
folding wings depict scenes from Christ's Infancy: the 
Annunciation, the Visitation, the Nativity, the Presentation 
in the Temple, and the Adoration of the Magi. The Virgin 
is present in each of these scenes, with the noreworthy 
exception of the Adoration of the Magi. On the lowest tier 
of the left wing of these tabernacles, the magi proceed 
from left ro right to offer their gifts to the standing Virgin 
and Child in the center. The Adoration is the sole narrative 
scene in these tabernacles ro engage the central standing 
Virgin and Child.25 In extant examples, neither Mary nor 
Christ looks toward the magi. Mary, however, holds Chrisr 
in the crook of her left elbow, so his body addresses them. 
The translation of imagery from these tabernacles into 
monumental sculpture would be consisrent with Arnolfo's 
practice. Previous scholars have discerned similarities 
between the architectural forms of Amolfo's ciboria and 
those of contemporaneous ivory tabernacles and French 
Gothic goldsmith work.17 This comparison reveals another 
way in which Arnolfo might have made use of French 
ivories in his search for new pictorial sources. 



Fig. 6. Sama Maria Maggiore, Rome: Mosaic on aiumphal arch over high alcar, ca. 432-40 

MARIA R EG I N A1 

OR , WHAT ' S l N A HAIRSTYLE? 

The unwual, elaborately bejeweled hairstyle of the Vugin 
suggests that the sculpture was associated with a particular 
conrat. A mounted circular jewel appears immediately 
above the Virgin's forehead, and strings of pearls bind her 
hair in a wreath-like arrangement. A circular ornament 
with jewels ser in its circumference and grouped in its center 
rests on the Virgin's head. Her mantle is drawn up over the 
back of her head.28 This elaborate hairstyle defines Mary's 
elevated status, representing her in a courtly guise. As a 
marker of nobility, the Madonna's bejeweled hair would 
have been appropriate to a representation of the Epiphany, 
befitting someone receiving tribute. 29 The effect here, however, 
is entirely unlike that of the regal attributes of Arnolfo's 
sculpture of the Virgin for Santa Maria del Fiore, in which 
Mary wears a crown over her maphorion, and also unlike the 
crowned Virgins that appear in French Gothic tabernacles. 
instead, the pearls of the Walters' Madonna recall her 
imperial attributes in certain Roman representations of the 
Virgin, such as cheMndonna ck/la Ckmen.za of Santa Maria 
in Trastevere, dated 705-7.JO The Walters' Madanna and 
Child seems co have been deliberately archaicizing; by the 

tb.i.neenth century, representations of the Virgin with a crown 
over her maphorion had replaced the earlier imperial type. 31 

In face, the hairstyle of the Walters' Madonna specifically 
recalls the earliest extant representation of Mary with 
noble attributes: the fifth-century triumphal arch mosaics 
of Santa Maria Maggiore.32 The Virgin appears in these 
mosaics four times: in the Annunciation (fig. 6), the 
Presentation in the Temple, the Adoration of the Magi, and 
the Flight into Egypt. The V1rgin's courtly appearance in 
the mosaics of the triumphal arch was most likely repeated 
in the same church's original apse mosaic.33 The elaborate 
hairstyle of the Walters' Madonna may thus also have 
resembled the representation of the Virgin in the apse. In 
the extant scenes, Mary's head has a profile similar to chat 
of the Walters' Madonna, with a roll of hair above her 
forehead, and a smaller shape on top. Like the Walters' 
Madonna, in these mosaics Mary wears a large, centrally 
placed jewd irnmediatdy above her forehead, and round 
jewels adorn the crown of her head.34 The correspondence 
is not exact; in the mosaic, the V ugin is clothed entirely in 
court dress, with a jeweled collar and a golden garment. The 
Walters' Madonna instead combines the courtly hairstyle 
with the V1rgi.n's more customary runic and maphorion. 
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Fig. 7. Sama Maria Maggiore, Rome: Apse mosaic by Jacopo Torriti (active ca. 1270-1300), 1295 

The representation of the Virgin in these fifth-century 
mosaics is exceptional.35 She does not wear a crown, but her 
apparel is that of a princess or noblewoman. In subsequent 
representations of Mary in courtly guise, like the early 
eighth-century Madonna della Cl.emenut, she is dearly 
portrayed as queen.34 Mary's fifth-century noble attributes 
would most likely have been understood by the thirteenth
century viewer as allusions to her familiar role as Maria 
Regina,37 but the manner in which she is represented in 
these mosaics would have been unique. 

Why would the Walters' Madonna echo the singular 
attributes of a fifth-century mosaic, and what might this 
resemblance mean? Images of the V rrgin, of course, frequently 
evoked other images, especially important icons. The 
Madonna della Cl.emenza inspired other examples of the 
Maria Regina type, in particular the Jost twelfth-century 
apse in the Chapel of Saint Nicholas in the Lateran Palace.18 

In another example, as demonstrated by Ernst Kittinger, the 
features of the Virgin in the rwelfth-cemury apse mosaic at 
Santa Maria in Trastevere were intended to evoke those of 
the seventh-century icon of the Virgin at San Francesca 
Romana. 39 The Walters' Madonna, however, would not have 
functioned in the same way; the mosaics of the triumphal 
arch, or even the apse, are nor icons, and repeating their 
iconography does not carry the same weight.40 

The apse mosaic representing the Coronation of the 
Virgin (fig. 7) was completed by Jacopo Torriti {active ca. 
1270-1300) in 1295, after Pope Nicholas N (r. 1288-92) 
had a transept and a new apse added to the basilica. The 
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mosaic depicts Mary after her Assumption, at the moment 
when Christ crowns her Queen of Heaven.41 Mary's crown 
joins elements of old and new; it is worn over the veil, bur 
the pattern of the jewels in the crown recalls the earlier 
imperial style. The iconography of the coronation was 
new, but Torriti used late antique motifs in the apse 
mosaic, such as the acanthus scrolls inhabited by birds, 
and the river and its denizens below. These motifs, and 
the schema of the six figures approaching the chrone, 
all might have appeared in the fifth-century apse.0 The 
renovation thus seems to have established conrinuiry with 
the previous mosaic. 

The archaic hairstyle of the Walters' Madon1111 and 
Child may have been intended co evoke a similar continuity. 
An interest in establishing such a continuity has be~n 
observed elsewhere in Arnolfo's oeuvre. Enzo Carli 
suggested that the costume, especially the crown and irs 
suspended pearl pmdoulia, and the rather stiff archaic 
style of the figure of Saint Cecilia on the ciboriwn of Santa 
Cecilia in Trastevere might be explained as an effort ro 
echo the female saints in the ninth-century apse mosaic.1.1 
In the case of the Walters' Madonna, che specificity of the 
resemblance is srrilcing. Among all the representations of 
the Virgin in Roman churches, the Walters' Madonna 
most closely resembles the distinctive Virgin of che fifth. 
century mosaics in Santa Maria Maggiore. Given the 
singularity of this Virgin, the accoutremenrs of che 
Walters' Madonna may indicate a deliberate link ro the 
site of Santa Maria Maggiore. 



Fi~. Sa. b. Arnolfu di Cambio and workshop, Pr=ept. Rome, Sama Maria Maggiore 

The attribute of che pot sets che Walters' Madonna and 
Child within a representation of the Adoration of the Magi, 
while che Virgin's elaborate hairstyle recalls a representation 
of the Virgin found only in Santa Maria Maggiore. An 

J extant sculptural group by Amolfo di Cambio and his 
workshop in Santa Maria Maggiore includes the 
Adoration of the Magi and is missing its original sculpture 
of che Madonna: the Praesepe (figs. 8a, b), dating becween 
1285/87 and 1291.-1-4 The visual parallels between the 
Walters' Madonna and Child and che Marian imagery of 
Santa Maria Maggiore's mosaics suggest a relationship 
between che Walters' statue and Arnolfo's Praesepe. 

T H E PRA ESEPE OF 

SANTA MARIA MAGGIORE 

,, Beginning in the seventh or eighth century, a relic of the 
manger was kept at Santa Maria Maggiore in an oratory 
dedicated co the Praesepe.45 Previous reconstructions of the 
group have assumed either chat the original Madonna was 

, enthroned, as she is in the sixteenth-century replacement, 
or that she was represented reclining, in keeping with the 
traditional iconography of a Nativity. Arnolfo's Praesepe 
was housed in a chapel located in the north aisle of the 
basilica, and was associated with Pope Nicholas rv's patronage 

• of the basilica.-14 In the second edition of the Lives of the 
Artists, Giorgio Vasari mentions both the chapel and the 
work chat Amolfo completed there: "the marble chapel, 
wherein is che Manger of Jesus Christ, was one of the last 

pieces of sculpture in marble that Arnolfo ever made; and 
he made it at the instance of Pandolfo Ipporecorvo, in the year 
twelve .... " ◄7 Onofrio Panvinio's description of the church, 
wrinen before 1568, also refers co the chapel, with passing 
mention of the sculpture group: "the chapel of the praesepe 
is small and made entirely from stone inside and out, with a 
small altar; it is entirely covered with mosaics; there are the 
figures of the Birth and of the Magi." 48 In 1588, Domenico 
Fontana (1543-1607) relocated the chapel to the crypt of the 
Chapel of the Blessed Sacrament at the behest of Pope Sixcus 
V (r. 1585- 90), and it has been further modified since.49 

The "marble chapel" was a small space, approximately 2.5 x 
3.85 meters.50 Fontana, writing in his account book, calls the 
space both casa (house) and capella (chapel), an indication 
that the sening for the group was intended to be understood 
as a house rather than a grotto or stable.51 

Several pieces of Arnolfds group have survived. 52 Joseph 
stands, turning to his left, with his hands resting on his 
walking stick. The heads of the ox and ass peer onto the scene 
from a niche in the wall. Two standing magi in elaborate 
dress approach &om the Virgin's left bearing their gifu. The 
third magus kneels, gazing slightly upward with the palms 
of his hands pressed together. He has already given his gift. 
Joseph and the standing magi are rendered in high relief, 
anached to flat surfaces behind them and bases below. The 
kneeling magus, though not worked in the round, is not 
anached to a wall behind him. The back of the block was 
carved out, an indication that the figure once straddled an 
architectural feature.}3 Two spandrels, each carved in relief 
with figures of prophets holding scrolls, are also extant.54 
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Fig. 9. Francesca Pomarici's proposed reconsuuccion of Amolfo di Cambio's Praesepe 

PREVIOUS RECONSTRUCTIONS 

Reconstructing Arnolfo's Praesepe, and especially the pose and 
position of the Vugin, hinges on the question of whether 
the scene primarily repiesented an Adoration, as indicated 
by the surviving figures of the magi, or also specifically 
represented the Nativity. After all, the chapd housed the 
relic of the manger, and Panvinio's description of the 
chapel mentioned signa (figures) of both the Nativity and 
the Adoration.55 

In 1975 Wilhelm Messerer proposed char the sculprures 
were originally placed close together in a relief-like arrangement. 
spanning the niche above the altar indicated on the sixteenth
century plan of the cha pd by Barcolom.meo de Rocchi (fl. ca. 
1512). Positing an equal height for all of the components of 
the scene, Messerer placed the ox and ass above the kneeling 
magus. He also argued that the sixteenth-century enthroned 
Madonna was likely modeled on Arnolfo's original and 
similar in size. If so, Arnolfo's Madonna would have been 
much larger in scale than the other figures, while achieving 
a similar height in her seated posirion.57 

In 1988 Francesca Pomarici proposed an alternate 
reconstruction (fig. 9).$8 She suggested fuse tbac the group 
was not located on the narrow eastern wall, but in a niche on 
tbe long northern wall, which would have accommodated 
a more expansive scene. Second, she adjusted the position 
of the ox and ass and of the kneeling magus according co the 
"principle of visibility." The ox and ass were not intended 
to be viewed frontally, but from the side; the kneeling magus 
would have been viewed from behind at an angle. Finally, 
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Pomarici argued that the original Madonna was represented 
reclining, as in a conventional Nativity, based on the 
chapel's dedication to a relic of Christ's crib, and on the 
assumption that the renovation was intended to make the 
oratory's function as a likeness of the site of the Nativity 
more "scenografico," that is, more like a stage set. As she 
observed, other examples combining the Nativity and the 
Adoration depict Mary reclining, such as Fra Guglidmo's 
pulpit for San Giovanni fuor Civicas, Pistoia (1270), and 
Giouo's preddla Epiphany (ca. 1320), in the Metropolitan 
Museum of Art, New York.59 

In Pomarici's reconstruction, Joseph and the standing 
magi constitute framing elements in the foremost plane; 
the kneeling magus leans into the scene, overlapping a 
baldachin-like structure under which the Madonna reclines 
with the Child. The ox and ass peer into the room from 
the left of the composition. The assumption of a reclining 
Madonna is quite plausible, and Pomarici's reconstruction 
has been widely accepted.60 

Most recently, arguing that Pomarici's reconsrruction 
was unsatisfactory in its "casual" arrangemem of the figures, 
Gen Kreytenbcrg proposed an alternate arrangemenr in 
which Christ would have appeared in the manger in che 
center of the composition, immediatdy bdow the heads of 
the ox and ass. Kreycenburg accepted the assumption of a 
reclining Virgin, but reoriented the Madonna so that her 
head would be cowards the center of the composition.' 

The reconstructions by Messerer and Pomarici fall ac 
opposing ends of the speccrum: the one posirs a hieratic 



- Fig, I 0. Author's conjccrural reconsuucrion pairing the Walters' Mttdun1111 and Child with the Santa Maria Maggiore Pmesepe 

presentation; the ocher, a naturalistic enacanent of the scene. 
Messerer's reconstruction assumes that the Madonna was 
depicted ar a much larger scale than the other figures. In 
Pomarici's reoonstru.ccion, the V ugin is not hieratically sec apart 
from the ochers by scale or position. Instead she reclines low 
co the ground, in a position below the ocher figures, including 
the ox and ass. The scene is enacted in a relativdy deep space, 
and the Virgin docs not occupy the center or front of the 
composition, but instead is plaaxl to the left of the scene, at the 

" back. Joseph's subsidiary role in the narrative is not represented 
by his placement; instead, he is placed in the foreground. 
Kreytenberg's reconstruction addresses chis unsatisfactory 
arrangement, but the result was also unconvincing; the ox 
and ass are given the most prominent position in the 
composition, in the center and above the manger. 

THE WALTERS ' MADONNA AND CHILD 

AND SANTA MARIA MAGGIORE 

A standing Madonna has never been proposed in nronscruccions 
of Arnolfo's Prtmepe at Santa Maria Maggiore. Nonetheless, 
the Walters' Madtmna and Child dearly formed part of an 
Adoration scene, and the Virgin's archaizing hairstyle 
alludes to the fifth-century representations of the Virgin at 
Santa Maria Maggiore. The Walters' Madonna and Child 
is most likdy not the missing Madonna from the Praesepe. 
The discrepancy between the slightly rough state of the 
surface of the Walters' Madonna and the higher state of 
finish of the figures at Santa Maria Maggiore suggests that 
they did not constitute a single group. The sculptures of the 
Pmesepe have more polished surfaces, crisper folds in their 

draperies, and the pupils of their eyes are represented by 
carved lines. 62 Nonetheless, in many ways the Walters' 
Madonna and Child is an extremdy close fir with the Pmesepe. 
The fit is dose enough that the Praesepe dearly provides us 
with a specific model of the original setting for the Walters' 
Madonna and Child, while in rum the evidence of the 
Walters' Madonna argues that an alternative arrangement 
for the Praesepe should be considered (fig. 10). 

The first and most practical issue is that of size. The 
scale of the Walters' Madonna and Child accords with that 
of the extant figures at Santa Maria Maggiore. The 
Walters' Madonna and Child is 78.4 cm high. Joseph is 85 
cm tall, the standing magi are variously listed as 80 cm and 
85 cm tall (the difference is due to the base on which they 
stand), and the kneeling magus is 53 cm high.63 The slight 
difference in height between the Virgin and the other 
standing figures precludes a hierarchy of scale but is plausible 
if the figures were represented in naturalistic proportion to 
one another. In chis reconstruction, the Christ Child sits in 
the Virgin's hands just above the eye level of the kneeling 
magus, who tilts his head up slightly.~ 

The interactions between the ~ and their orientation 
in relation to one another are also entirely appropriate. The magi 
of the Pnusepe move toward the V1rgin and Child from the 
eight, approaching her left side. The figures in the Walters' 
sculpture are positioned to receive the magi &om this same 
direction; the V1rgin nods to her left, and holds Christ to face 
the same direction. Though not unpreaxlented, the approach 
of the magi from the Virgin's left is unconventional.6~ 

Another point of correspondence between the Walters' 
Madonna and Child with the Santa Maria Maggiore group 
is the fact chat the Christ Child in the Walters' sculpture holds 



a pot, while the lmeeling magus of the Praesepe has already 
given his offering, and prays empty-handed. At first glance, 
Christ's tiny pot seems insignificant in comparison with those 
of the standing magi, which are quite large and elaborate. 
Nevertheless, the pot is entirely proportional to Christ's size, 
and he holds it easily with one hand. The manner in which the 
Child holds the pot, cradled in one hand against his body, 
repeats on a reduced scale the manner in which the youngest 
magus holds the pot he brings in offering. The two also com
plement one another in their raised free hands and in the turn 
of their bodies toward the frontal plane of the scene. Despite 
the disparity in size, the two figures echo one another formally. 

In several respects, then, the Walters' Madonna and 
Child accords with the remaining sculptures of the 
Praesepe. While a standing Madonna is less compatible with 
the iconography of a Nativity, this does not present an 
insurmountable objection to imagining a sculpture much 
like the Walters' Madonna as part of the original group. The 
presence of the relic of the manger and the dedication of the 
chapel would have been sufficient in the Middle Ages to 

make the chapel of the Praesepe a likeness of the site of the 
Nacivity.66 The chapel was represented as a "house" and not 
a grotto or stable, indicating that cra:fti.ng a likeness did not 
require an exact match for the setting. The group also may 
not have been the only narrative representation within the 
chapel. Pomarici moved Arnolfo's group to the northern 
wall, proposing the presence of preexisting decoration in 
the semicircular niche above the altar. If so, that decoration 
might well have represented a Nativity.67 With the exception 
of the ox and ass, the extant figures belong to an Adoration, 
and it is with these that the figure of the Madonna must 
primarily be reconciled. Further, Joseph's standing pose 
indicates that the Vugin of the Praesepe may not have been 
reclining. In Nativity scenes with a reclining Madonna, such 
as Nicola Pisano's Pisan Baptistery pulpit (completed 
1260) and Fra Guglielmo's pulpit for San Giovanni Fuorciviras 
in Pistoia (1270), Joseph sits low to the ground. In Adoration 
scenes where the Vugin is enthroned, such as those as at San 
Mercuriale in Forfi (twelfth century) and in the tympanum 
from San Marco (first half of the thineenth century), Joseph 
stands. In the case of the Giotto predella (ca. 1320), which 
combines the Nativity and the Adoration, Joseph stands while 
Mary reclines, but she is placed above him on the panel, a 
composition that would not be feasible with separate, nearly 
three-dimensional sculptures placed on a levd horizontal 
plane. Representational decorwn argues against a reconstruction 
in which Joseph would assume too much visual emphasis 
in comparison with the Vrrgin. 

What are the implications of the Walters' Madonna and 
Child for reconsuucting the original composition of the 
Praesepe at at Santa Maria Maggiore? The incorporation of a 
standing Madonna like the Walters' sculpture into the Praesepe 
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suggests a reconstruction that occupies a middle ground 
between the Messerer and Pomarici solutions. The 
Madonna faces front, with only a slight emphasis to her 
left; maintaining a hieratic seance, but also participating in 
the narrative of the Adoration.68 Her size is in keeping with a 
naturalistic rendition, while her frontal, standing position, 
and elaborate hairstyle accord with her status as Maria 
Regina. The Walters' Madonna and Child is carved on three 
sides, implying that those three sides were visible and that 
the sculpture would not have been deeply recessed in a niche. 
As Pomarici demonstrated, the kneeling magus overlapped a 
corner, suggesting that the Madonna and Child inhabited 
some kind of open archicecrural framework. Such a framework 
would have served to differentiate the figure of the Vugin 
from the other figures.69 In a mote hieratic presentation, and 
in keeping with his traditional role, Joseph ougl1t ro be moved 
back in the scene, a position that would diminish the visual 
impact of his greater size.70 Such a spatial arrangement avoids 
removing the Madonna and Child from the viewer, and 
allows for the complex interactions across space indicarcd 
by the remaining figures of the Praesepe. 

Finally, imagining a sculpture like the Walters' Madonna 
and Child alongside the extant figures at Santa Maria Maggiore 
provides a representation entirely consistent with the emotive 
and performative qualities attributed to Arnolfo's Praesepe.~1 

Interaction between the gentle Vugin and Child and the 
kneeling magus, with his attitude of quiet adoration, befits 
Romanini's characterization of the Adoration as "one of the 
most intense and intimate dialogues" in Arnolfo's sculpture, 
as well as the ''thearricalicy" of rhe group.72 The manner in which 
Joseph would direct his worried gaze at the Madonna and 
Child, while their anention is directed ro the magus to the 
left, would also be dramaticalJy appropriate and moving. 

Although the Walters' Madonna and Child likdy did 
not appear within the Praesepe of Santa Maria Maggiore, 
features of the sculpture indicate that it must have appeared 
in a cl~ rdated group, of very similar style, scale, organization, 
and iconography. As such, the iconography of the Walters' 
Madonna and Child challenges us co reconsider the original 
configuration of Sama Maria Maggiore's Pnusepe. The occrcise 
of imagining the Walters' Madonna and Child alongside the 
figures of the Praesepe also provides a vision of the sening 
in which the sculpture once muse have found its home. 
The Walters' Madonna and Child was the centerpiece of a 
precious object writ large; the core of a representation of 
the Adoration, and a powerful cue to viewers, prompting 
an affective response to a tender scene. 

Shelley Maclaren (mlilClar@gmllilc<»1t} was the Carol &ta Ftllmu 
at the Wa.lrm Art Museum in 2004-2005; she compkted her Ph.D. 
111 Emory University in 2007. Sht is currently 11 vi.siting aJSi.stAnt 
professor of art history tit Wtmn, Michigan Univtrnt} 
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I would like 10 thank C. Griffich Mann, formerly the Roberr and 
~ncy H2" Curator of Medieval Art at the Walu:rs An Museum, for 
his im-:tluable cnc:our.1.gernem and inrercst in this project, as well as 
thl)(C !Cholars who generously rook che rime co examine photographs of 
the sculprurc and respond with their opinions abouc its authorship. 
Responsibility fur the conclusions drawn here is, of course, mine alone. 
I am also graceful co Danielle Ayers-Jones, exhibitions assistanr at the 
Wahers, for her pariem manipulacion of the photographs to create 
scaled comparisons. This r=rch was made possible by the Carol Bates 
Fellowship at the \¾leers An Museum. On Amolfo di Cambio generally, 
sec A.M. Romanini, Amo/fa di Cambio t •wstil novo" tklgotico italiano 
(Mil.i.n, 1969); H.M. Dixon, "Arnolfo di Cambio: Sculprurc," Ph.D. 
dissertation, Sctrc Universir:y of New York, Binghamton, 1977; E. 
Carli, Amo/fa (Florence 1993); A. M. d'Achille, Dn Pierro d'Odmsig ad 
Arno/fa di Cambio, (Rom¢. 200 l ); and E. N. Neri ed., Amo/fa: Alie orig
in, tkl RmaKimmro fiormtino (Museo dell'Opera de! Duomo, Florence, 
21 December 2005-21 May 2006) (Florence, 2005). 

I. In 1940, while part of Mrs. Long's collection, the sculprurewas shown 
m a loan exhibition of medieval objeas ac the Museum of Fine Arts, 
B<mon. Ir w:is aruibuced in the c:xhibition cactlogue ro the workshop of 
Arnolfu di Carnbio. Museum of Fine Arts, Boston, The Ans of tf1t Middle 
Agrs: A Li,an F.xhibition, 17 Fcbruary-24 March 1940 (Boston, 1940), 
49, no. 15,a. le is dared there co the third quarter of the chirceenth century, 
and its proven:ince is given as "Castello Giubilco, Rome." 

2. L Bdlosi, "Previctli e la sculrura," Srudi ml/a smltum gotica in Italia: 
Sroria e grog,rrfia (f urin, 1991), xxxii. 

3. Specifically, what he saw as the "coldly classicizing" impression given 
by the head and the "rough and uncertain" pose of the Christ Child. 
Carli, Amo/fa, 249. 

4. E. N. Neri, "Precisazioni sul bassorilievo arnolfiano dd Victoria and 
Alben Museum di Londra," in Studi di sroria dell'nrte sul Medioevo e ii 
Ri11n.scimmw 111.f cmtmanQ de/la 1111Scitn di Mario Salmi: Atti de/ convegno 
inrnnazionnk, Artz:o>-F,rmu, 16-19 WJVt'fnbre, 1989 (Florence, 1992), 409. 

5. Neri, Amg/fa: Allt origini tkl Rinascimmro fiormtino. The sculpture 
was included in a portion of the exhibition devoted to works attributed 
10 Arnolfo, with the pwpose of firsc-hand comparison. 

6. S. Maclaren, "3.3 Arnolfo e bottega, Madonna ool Bambino," in 
Neri, Amo/fa: Alk origini de[ Rinascimmto fiorentino, 372-75. 

7. Some drapery is roughly carved out on the right side in the back, but 
ic is unlikely chat chis carving ever would have been seen. AM. 
Romanini argues chat the angles of view for Arnolfos sculptures were 
arcfully calcula1ed and that his sculptures were nor worked beyond 
where cheywere visibl¢. resulting in a "principle of visibility" char allows 
for rcconsrruccion of their pL1cemem. The presence of carving in che 
back might indicate either char enough of rhe back edge was visible co 
require continuing the drapery folds, or, at the most extreme, may be 
an argument against attribucing the sculpture co Arnolfo himself. For 
the "principle of visibility," see AM. Romanini, "Nuove ipotesi su 
Arnolfo di Cambio," Am medironk, first series, 1 (I 983): 157-202. 

8. See the chirteenth-cenrury triptych in chc Princeton University Arr 
Museum (Pisan or Florentine, thirteenth cenruty, acc. no. 1958-126) and 
a thinccnth-ccnrury Luccan domestic alrar attributed co Berlinghiero 
(active 1228-74) in the Oeveland Museum of Art (Vi,gin and Child 
with Saints, ca 1230, ac.c. no. 1966.237) for c:xamples of chis embrace 
in Madonna of Tenderness images. The eleventh-century Nicoptia icon 
in San Marco, Venice, shows the Virgin holding her head upright and 
presenting the Christ Child before her with one hand on his righr 
shoulder and rhe ocher below him. 

9. This is largdy due to a difference in scale and intended location. The 
monumenctl Madonna of Sa.nta Maria de{ FioT'I!, measuring 185 cm, 
was placed above rhe cathedral's cemral porml, a1 considerable remove 
&om rhe viewer, ro form the focal point of the fucade's composition. 

10. Without first-hand study of th.e ocher monuments, my observations 
here on stylistic comparisons must remain remative. These comparisons 
are intended primarily to establish chat che Walters' Madonna and Child 
can reasonably be considered among the sculptures executed by Arnolfo 
and his immediace workshop, nor co claim that a particular "hand" (for 
inscance, char of Arnolfo himself or the sculptor of the effigy ofHonorius 
IV) was ar work. On Arnolfo's workshop, see H. Keller, "Der Bildhauer 
Amolfo di Cambia und seine Werkstan," jahrb11ch tkr Preuszischm 
K11mrsammlimgtn, 55 (1934): 205-28 and 56 (1935): 22-43; 
Romanini also addressed che problem in her essay ''Arnolfo e gli 
'.Arnolfo' apocriphi," in Roma an,w 1300: Atti del JV settimann di studi 
di storia tk/l'artt medironk tkll'Univmita di Roma "La Sa.pienza" 19-24 
maggio 1980 (Rom¢. 1983), 27-72. For characterizations of Arnolfo's 
scyle. see especially M. Salmi, ''Arnolfiana," Rivista d'Arte 22 (1940): 
9-177; and Romanini, Arnolfo di Cambio e "lo stil novo" delgotico itnf
iano, but also A. Moskowitz, lcalian Gothic Sculptt1T'I!, ca. 1250-ca. 
1400 (New York, 2001), 44-67. Valentino Pace discussedAmolfo and 
the antique in his "Questioni arnolfiane: l'Ancico c la Francia," 
aitschrifa for Kim.stgeschichtt 54, no. 3 (1991): 335- 73. 

11. BeUosi ("Previcali e la sculrura," xxxi) argued that the closest facial 
similarities, including the round cheeks and che delineation of the eyes, 
were to the figures in the ciborium of Santa CeciJja in Trastevere. 

12. Romanini, Amo/fa di Cambioe "/,o stil novo," 182. 

13. Bellosi, "Previcali e la sculrura," xxxi. 

I 4. Neri, "Precisazioni sul bassorilievo aroolfiano," 409. Neri reiterated 
the proximity of the cwo sculptures again in the exhibition cactlogue, 
Amo/fo: Al.le origini tk/ Rina.scimentc fiormtino. She accepccd the rela
tion of the Walters' Madonna and Child to the Roman phase of 
Amolfo's development, and a date for che work in the early 1290s. Neri, 
"Oltre la fucciara: il conresco della sculrura Arnolfiana era Firenze e 
Roma," in Arno/fa alk origini tkl Rinn.rcimento Fiorentino, 361. 

15. That being said, Anica Moskowitz has commented chat Arnolfo's 
work does nor demonstrate a clear lineaI stylistic development, so we 
should nor place coo much dependence on style as revealing a date for rhe 
Walters' Madonna and Child. Moskowitz., Italian Gothic Sculpture, 67. 

I 6. Bellosi, "Previcali e la sculrura," xxx.i. 
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17. Formal technical analysis of the Walters' Madonna and Child has 
yet co be completed. Julie Lauffenburger, senior objecrs conservacor at 
the Walcers An Museum, discovered the paint. I would like co thank 
Ms. Lauffenburger for her preliminary examination of the sculpcure 
under magnification in themuseum's conservation laboratory and Terry 
Drayman-Weissec, director of conservation and technical research, with 
whom she examined the work under ultraviolet light. Rust spots are visible 
on the Virgin's head, particularly in the back, but these do not fom1 a 
sufficiently coherent panem to suggest any particular fu.rthec adornment, 
such as a crown. Angiola Maria Romanini published studies of Arnolfo 
as a painter, going so far as to propose a possible idencificacion with the 
Isaac Master. See her "Amolfo pinore: Pinure e spazio vircuale nel cantiece 
gorico," Arte medieuak, 2nd series, anno 11 , nos. 1-2 (1997): 3-33; 
"Gli occhi dipinci degli accoliti De Braye," in F. Abbate and F. S. Santoro, 
eds., Napoi~ /'Europa: Ricerche di storia de.JL'arte in onore di Ferdinando 
Bologna (Caranzaro, 1995), 35-40; "Amolfo all' origine di Giono: eenigma 
dd Maestro di Isacco," Storia deil'arte 65 Qanuary- April 1989), 5-26; 
and "Gli occhi di Isacco. Classicismo e curiosica sciencifica rra Arnolfo 
di Cambio e Giono," Arte medievaie I, nos. 1-2 (1987), 1-56. 

18. See Romanirus dis~ion in "Gli occhi dipinti." 

19. Moskowicz (Italian Gothic Scu/pturt, 44, 48, 58) charaaecizesArnolfo's 
works generally, and the Praesepe in particular, as having a "dramatic" 
quality, including the expressive and emotional qualities of the figures. 
She sees in one of the scribes in the fountain ac Perugia "chat combination 
of srereometric design and palpitating inner life chat wiU characterize 
the best of Amolfo's sculptures throughout his career." 

20. Twdfth-cenrury Iralian examples include me lunene of me Chiesa di 
San Mercurialein Forn; thewestporouof rhc duomo in Verona (ca. 1139) 
by Niccolo da Ficarola; ru1 architrave at Sanc'Andrea in Pistoia (1166); 
Benedcno Ancclanli's Senencroniale Portal on the baptistery at Parma 
( 1196); che relief on the duomo of Pidenza (formerly Borgo San Donino); 
and a bas-relief at Santa Maria della Pieve, An:zzo. A twelfth-century 
bas-relief Adoration was incorporared into the pulpit of the duomo in 
Fano. Thineenth-cenrury examples include a lunecre from San Marco 
now in the Seminario Pacriarcale in Venice (fuse half of the thirteenth 
century). The scene also appeared on Guido da Coma's bas-relief ar San 
Bartolomeo in Pantano (1250); Nicola Pisano's pulpit for the Pisan 
Baptistery (1260); cbe Siena Cathedral pulpit (1265); Giovanni Pisano's 
pulpits for the Pisan duomo (commissioned in 1302) and Sanc'Andrea 
in Piscoia (1301). 

21. This type of pot is found in coorem further removed &om thineenth
cenrury lraly, for instance, on an eleventh- or cwelfth-cenrury English 
ivory plaque in the Vicroria and Albert Museum (inv. no. I 42-1866), 
published in M. H. Longhurst, ViaoriaandAlbectMuseum, Deparonem 
of Architecrure and Sculpcure: Catalogue of Carvings in Ivory, 2 vols. 
(London, 1927), 1:87, pl. 67. 

22. There are also monumenral Gennan examples. Hugo Kehrer 
reproduced an example from ca. 1270 &om the Stifukirche z.u Wimpfen 
im Tai, which he identified as the first freestanding presentation of the 
theme of the Adoration. Ar che rime of his writing, the exmnr figures-a 
standing Madonna with Child and rwo kings-were not grouped 
together bur distributed on different pillars. He also reproduced an 
example with pillar figures of the kings and a sranding Virgin on the 
comb in the Mauritius-Kapelle of Munsters z.u Konsran.z., ca. 1300. H. 
Kehrer, Die htiligen Drei /(jjnige in Litemtur und Kunst, 2 vols. (Leipzig, 
1909), 2:158, 169-71, figs. 176 and 194-96. For discussions of the 
iconography of the standing Virgin in Tuscan painting of the second 
half of the fourteenth century, see M. Meiss, Painting in Florence and 
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Siena after the Black Death (Princeton, 1951), 42; E.W. Rowlands, 
"Sienese Painted Reliquaries of the Trecenco: Their Format and 
Meaning," Konsthistorisk Tr.dskrift 48, no. 3 ( 1979): 122-38; and J. G. 
Chmecki, "Giovanni del Biondo's Standing Madonna and Child: An 
Image of Mercy in the Lace Trecenro," in Visions of Holinm: Art a.mi 
Devotion in &naissance Ju;Jy, ed. A. Ladis and S. E. Zuraw, exh. cat., 
Georgia Museum of An, University of Georgia (Athens, Ga., 2001), 
93-100. Following Mciss's hypothesis of a changed "cultural and moral 
atmosphere" afcer the Black Death, Rowlands argued that standing 
Virgins wece "visionary" and hieratic representations, decived from 
Byzantine representations of the Virgin Hodegerria and Elnmsa, and 
specifically appropriate co reliquaries. Czarnecki associated images of 
the standing Madonna in fourceemh-cenrury Tuscany, whacevec their 
specific type, with her intercessory power and meccy. 

23. The jambs indude ocher figures. The Queen of Sheba, Solomon, and 
Herod appear on the left jambs; the right jambs depicr the Annunciation, 
Vtsitarion, and Presentation. The magi are the doscsr figures on the leli: to 
the Vugin and Child, and Christ's body is oriented coward che approaching 
magi. The trumeau sculpcure is clearly implicated in the na.rrative of the 
Adoration. The narratives depiaed on the right do nor engage the Virgin 
and Child depicted on the crumeau. 

24. Raymond Koechlin pointed co possible examples cited in the 1295 
inventory of Pope Boniface VIll. R Koochlin, Les ivoim gr,thiques fomftUS, 
2 vols. and portfolio (Paris, 1924), 1:117. C.R. Morey argued char a 
group of these rabernacles might have originated in northern Icily, 
bur his argument has nor received much support. See his "Jralian 
Gochie Ivories," in Medieval Srudies i11 Memory of A. Kingsley Pornr, ed. 
W. R W. Koehler, 2 vols. (Cambridge, M:.iss., I 939), I: l 81- 203. These 
tabernacles seem co have originated in the lace thirteenth cencury. 

25. Locating the Virgin co whom the magi offer their dc:vocion at the 
center of the tabernacle and outside che panel char frames chc narrative 
opens char narracive co the participation of the viewer. Vic:wcrs facing 
the tabernacle in effect parricipace in the episode of the Adoration by 
offering their own devotion ro the Virgin. Some of these rabemades 
have enthroned Virgins ar the center rather than sranding ones. In Lhese 
examples Lhe magi on chewing also approach the cencral Virgin and 
include the cencral scaruene in the representation of che Adoration. 

26. Sec Koechlin, Les iwim gothiques jiml{ais, 2, nos. 125-41, 147-51, 
153-58; portfolio, pis. 36-43, 46, and 51. Tabernacles with a sClllding 
Virgin and scenes of the Infancy conscirute only one subset of these 
rabemacles. See Koechlin, Les iuoim gorhiques fomfllis, 2:114-230. 
These rabecnacles fim appeared in chc medium of metalwork. See M.S. 
Frinra "The Closing Tabernacle-A Fanciful Innovation of Medieval 
Design," Art Quamrly 30 (1967): 103-17. 

27. This argument has been used both ways. Morey rlralia.t1 Gochie 
Ivories," 188) compared rhe archicecrural derails of Arnolfo's cibonum 
from Sanra Cecilia in Trastevere with an ivory diptych in the Vatican to 
support his claim of an Iralian origin for a group of ivory rabemadcs. 
Moskowitz. (Italia11 Gothic Sculpture, 55) discerned a relationship with 

Frc!llch Gochie goldsmith work in the ciborium of San Paolo fuori le mUD. 

28. J have not found any specificalJy relevant sculpcural models. The 
pa/la drawn up over the back of the head, leaving the front of the hair 
exposed is, of course, a common motif in Roman funerary rdic&. The 
pearls and c:vea the large, rat.her schemacic eyes have p.recedcms in bte 
antique and early Christian sculpcurc, such as the portraiu of Empn::s.\ 
Ariadne in the Musec du Louvre (illusrraced in E. Af'oldi-Roscnbaum, 
"Ponrair Busr of a Young l..:tdy of the Tune of Justinian," Merropolit.111 
Mt4Snlm]oumal 1 (1968]: fi~. 13 and 14) and the Musco dd Pabzzo 



dci Consav:uori, Rome (inv. 865, illusrrated in ibid., figs. 15 and 16), 
bu1 the use of the pearls is entirely difrerenr. In these portraits the pearls 
.uc arnnged in p:mlld lines in a net over material covering the hair. 
rarhcr than appearing co be wound around and into the hair. In the 
ponniu of Ariadne, no hair as visible under the headdress. The surf.tee 
behind the roll of hair on the Walters' Madonna and Child is nor 
pancmed and ~ co have been intended ro be read as a doth cap 
nthcr dun hair. Formally, the Virgin's hair resembles a criumphal 
wn::ith. There is no pmicular reason why the hairscyle should have a 
spcofically idenrifiable thJCC-dimensional prece-denr. Amolfo is known 
for hu use of ancient models bur also for transforming chem. In the case 
of the de Br.lye Madonna, :icrually a reworked sculprurc from the second 
ca'ltury A.O., Amolfo alcc:n:d what would have been rhe figure's Bar diadem, 
Jdom1ng ir wich jewels, and cramfonned the original parrerns of her 
hair. For che de Braye Madonna, sec A.M. Romanini, "Une statue 
romaine dans la Vierge de Braye," &vuuk La.rt 105 (1994): 9-18; and 
"La ~nfina dclla mone: Amolfo e l'ancico in una nuova lenura del 
monumento de Braye," in &mifi1cio Vlll e ii suo tnnpo: Anno 1300 il 
pnmo giub,ko, ed. M. R. Tosti-Croce (Milan, 2000), 24-50. On 
Amolfo and Amiquicy, sec Pace, "Qucstioni amolfiane: I.:anrico c la 
Francia," and Romanini, "Gli occhi di Isacco." 

.._ 29. After che twelfth ccncury, the Virgin was commonly represenred 
with a crown in lcalian Adorations. M. Lawrence, "Maria Regina," Art 
8111/ai11 7 (1925): 156. 

:.. 

30. On rheMntlonna tkUa Clemenza, sec C. Bertel.Ii, La Madonna di Santa 
Mari4 in T raJ~ (Rome 1961). 1ne fcarures of the Walters' Madonna 
nx:alJ chose of chis icon, particularly rhe large, sharply delineated eyes and 
brow,, the low placement of the apples of her checks, her tiny mouth, 
and the full curve oCher chin. Given chat these fcaruccs are seen in ocher 
sculprures anribuced co Arnolfo and workshop, the resemblance cannot 
be described as a specifically meaningful one. For a list of examples of 
Maria Regina and an early discussion of the topic, sec Lawrence, "Maria 
Regina," 150-61. Sec also Bcnelli, LA Madonna di Santa Maria in 
Trasra,n-e, 47-59; G.A. Wellen, Thi!otokos {Utrecht, 1961); C. 
Cccchclli, Matn Omsti, 2 vols. (Rome, I 946), I :80-86 and 309-12. 
On the political utilicy of images of Maria Regina, see U. Nilgen, 
•Maria Regina: Ein polirischer Kultbildcypus?" Riimisches Jahrbuch for 
16msrge:schichte 19 (1981): 1-33. Nilgen argued chat Maria Regina's 
regal anribuccs connaced her with Ecdcsia, the symbolic repcesenration 
or the church, and made her a politically useful symbol for the papacy, 
as seen both in rhe r resco in the Chapel of Sr. Nicholas in the Lateran 
palace and in the apse mosaic of Sama Maria in Trastevere. 

31. Nilgcn, "Maria Regina," 15. 

32. The criumphal arch mosaics of Santa Maria Maggiore have been the 
subject of extensive scholarly discussion. See J. Wilpert, Dii! riimischen 
Mosaikm ,md Ma/~ie11 do kirr:hlichm Bautl!n vom N. bis XIII. 
Jahrhundm, 2 vols. {Freiburg im Breisgau, J 917), 1:473-97; C. C-ea:helli, 
I mosairi tklla Basilica. di S. Mari,, Maggiol?! (Turin 1956); B. Brenk, Die 
fo71xhrist/ichm Mosaikm in S. Maria. Maggio" zi1 Rom (Wiesbaden, 
I 975); J. D. Sieger, 'VISl.lal Meraphor as Theology: Leo the Great's Sermons 
oo the lncarnacion and the Arch Mosaics at Santa Maria Maggiore," 
G:sm 26, no. 2 (1987): 83-91. Suzanne Spain disputes the idencificacion 
of chis figure as Maria Regina. See her article "'The Promised Blessing': 
The Iconography of the Mosaics ofS. Maria Maggiore," An Bulletin 61 
(1979): 518-40. G. Wilpcrc has argued chat Mary's aruibutes in these 
mosaics reflect che affirmation of her starus as Theotokos {Mother of 
God) by che Council of Ephesus in 431 (immediately before the papacy 
ofSixrus Ill [r. 432-44)). See his "La proclamazione efesina e i mosaici 
delta basilica di S. Maria Maggiore," Analecta Sacra Ttzrmconmsia 7 

(1931 ): 197££ The argument, however, has been questioned on the 
basis of iconography (in particular Mary's subordinate position in the 
Adoration scene), and on the grounds char Sixrus nrs dedicarory 
inscriprion might postdate rhc mosaics. For discussion and further 
bibliography, see T Klauser, "Rom und der Kult der Gorresmuner 
Maria," Jahrb11chforAntike11ndChristentt1m 15 (1972): 120-35. 

33. Nilgen, "Maria Regina," 19. 

34. R. von Oelbriick discussed related fifth-ccncury imperial hairstyles, 
especially on coins, and reproduced a bust from Trier closely related to 
the mosaics in his "Poruacs Byzantlnischcr Kaiserinnen," Mitteilungm 
des Kaiserlich Deutschei1 Arrhaeol.ogischm lnstituts, Romischi! Abreilrmg, 28 
(1913): 310-52, esp. 329-32. The hairscyle represented in the mosaics 
appears ro have included plaits of hair gachcred up the back of the head 
and onco the crown of the head. le mighr also include a fabric cap placed 
below plaics of hair gachered on rop of the head, and above the diadem. 
Though similar in rhe use of pearls, and in rhe doch cap above che diadem 
and underneath the upper hair-ornament, the Walters' Madonna does 
not resemble a three-dimensional rendition of chis hairscyle because it 
lacks the plaits ac the back of che head. The maphorion covers the back 
of the Virgin's head, and the objecr on cop seems to be inrended to be 
read as an ornamear rather than as hair. The comparison depends on 
the marching profiles, the jewel at the center of the forehead, and the 
pearls. The face char the hairstyle of the Walrers' Madollila is noc the 
same as a three-dimensional represencation of char represented in the 
mosaics, however, docs not refute the comparison; rather it reinforces 
the possibility chat the sculprure was modeled on a two-dimensional 
rather than a three-dimensional precedent. 

35. A fifch-cenrury ivory diptych in the treasury of Milan Cathedral 
does represent Mary in scenes of che laf.mcy with her hair drawn up 
and clothed in comparable courtly garmems. Her hair, however, is noc 
adorned with pearls or jewels. Mary's head is veiled in chose scenes 
where she appears as Christ's mother. See Brenk, Die fo,hchristlichen 
Mosaikm in S. Maria Maggiore, fig. 15 for a reproduction. 

36. Carlo Bertel Ii (La MaMnna di Santa Maria in Trastevere, 48) argued 
chat the iconography of che scenes at Santa Maria Maggiore does nor 
represent Mary as che Mother of God, as would be expected if the 
mosaics were associated with the Council of Ephesus. Beat Brenk (Die 
faihchrisrlichen Mosaiken in S. Maria Maggio", 50) has argued chat che 
absence of a crown milicares againsr identifying her as Maria Regina, 
and suggesrs the more general reading of her representation in the 
mosaics as femina c/arissima. 

37. Nilgen, "Maria Regina," 19. 

38. The appearance of the apse was recorded in an engraving of 1638. 
See Nilgen "Maria Regina," figs. 2 and 3. The resemblance between the 
fresco and the icon has been discussed by Cecchelli, Mater Christi, l :31 Of, 
C. Benelli, La.Madonna di Santa Maria in Trastevere (Rome, 1961), 22f, 
and Nilgen "Maria Regina," 3f. 

39. E. Kitzinger, "A Virgin's Face: Antiquarianism in Twelfrh-Cenrury 
Arr," Art Bulktin, 62 (1980): 6 - 19. 

40. Sanra Maria Maggiore, of course, houses a very imporrant icon of 
the Virgin, the Salus popu/i roma.ni, described as Regina., and reputed co 
have a miraculous origin. The icon was likely adorned with a crown. See 
G. Wolf, Salus popidi Romani: Die Geschichti! riimischer Ku!tbilder im 
Mittl!lalter (Weinheim: 1990), 125. Wolf also discusses the tradition of 
Maria Regina in Rome and, specifically, ir.s relevance to Santa Maria 
Maggiore. Ibid., 119-30. 
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4 L. Planning for this mosaic may have begun as early as 1288. For 
Torriti's apse mosaic, see Cecchclli, I mosaici, 246-77; P. Verdier, Le 
courrmnement de la Vze,ge (Paris, 1980), 153-65; W. Tronzo, "Apse 
Decoration, the Llturgy, and the Perception of An in Medieval Rome: 
S. Maria in Thsrevere and S. Maria Maggiore," in Italian Church 
Decoration of the Middle Ages and Early Renaissance, ed. W Tronzo 
(Bologna, 1989), 167-93; and A. Tomei, /acobu.s Torriti pictor: Una 
vicenda figurati.va def tardc Duecento romano (Rome, 1990), 99-125. 

42. Speculation on the appearance of the original mosaic has largely 
been based on the dedicatory inscription of Sixrus ITI, recorded in the 
lace sixteenth cenrury. This inscription read: "Virgo Maria tibi Xystu.s 
nova cecca dicavi / Digna salucifero munera venrre ruo / Tu Genicirix 
ignara viri re denique fu.eta / Vtsceribus salvis edita nosrra salus. / Ecce 
tui testes uteri cibi praemia porrant / Sub ped.ibusque iacet passio cuique 
sua I Fecrum, flamma, fcrae, fluvius saevumque venenum / Toe camen 
has morres una corona manet." (I, Sixrus, have dedicated this new temple 
co thee, Virgin Mary, as a worthy gift co thy saving womb: You, mother 
not knowing any man and yourself born of a pure womb, are made our 
salvation. Behold the witnesses of thy motherhood carry rewards co 
chee, and under the feet of each stand the instruments of His passion: 
sword, flame, beasts, river and bitter poison, bur one crown awaits all 
of these many deachs.) Quoted and translated in J. Snyder, "The Mosaic 
in Santa Macia Nova and the Original Apse Decoration of Sanca Maria 
Maggiore," in Hortus lmaginum, ed. R. Engass and M. Sto.kscad {l.awrence, 
Kansas, 1974), l-9. See also Christa llim, Die Progranm1e der chri.sdichen 
Apsismalerei vom viertm jahrhundert bis zur Mitre des achten Jahrhunderl:s 
(Wiesbaden, 1960), 132-35; Wellen, Theotokos, 120-30; Cecchelli, 
M_ater Christi, 91- l 14; Nilgen "Maria Regina," 16-19; 

43. Carli, ArnoLfo, 124. 

44. On the Pra.esepe group, see A. Venruri, "Frammenti del prcsepe di 
di Arnolfo oclla basilica romana di S. Maria Maggiore," !:Arte 8 (1905): 
107-12; R Berliner, "Arnolfo di Cambio's Presepe," Beitrii.ge fi,r Geo,g 
Swarzen.ski (Berlin, 1951), 5 1-56; G. Biasiotri, "La riproduzione della 
Grocca della Nativita di Bedemme nella basilica di Santa Maria 
Maggiore," Di.ssertazi.oni della PomificiaAccadmiia rom111111 di archeologia., 
15 (1921): 95-110; E Pomarici, "ll presepe di Arnolfo di Cambio: 
nuova proposta di ricoscruzione," Arte medieva!e, 2nd series, no. 2 (1988), 
155-75; W. Messerer, "Zur Rekonstrukcion von Amolfo di Cambios 
Praesepe-Gruppe," Romi.schts Jnhrbuch filr Kimstgeschichte, 1975, 25-35; 
A. M. Romanini, '11 Presepe di Arnolfo di Cambio," in Snnta Mnria 
Maggiore a Roma, ed. C. Piecrangeli (Florence, 1988), 171-87; G. 
Kreycenberg, ''Amolfo, Presepe," in Neri, Amo/fa, 190-93 (no. 1.13). On 
che possible influence of the group, see A. E Moskowitz, "What Did 
Leonardo Learn from Arnolfo di Cambio?" in Studi in onore di A11giola 
Maria Romnnini, 3 vols., Ane d'Occidcncc: cemi e merodi, 1-3 (Rome, 
199 1), 3:1079-86. 

45. See R. Krautheimer, Corp11.s &.silicanim Chri.stiananm1 Romae, 4 vols. 
(Varican Cicy, 1930-70), 3:57. Ir is possible char the acquisition of the 
relic followed later. Sixteench-cenrury plans of Santa. Maria Maggiore 
arrribured to Ban:olomeo de Rocchi in the Gabinecco dci disegni e delle 
scarnpe degli Uffizi show the location and plan of the chapel. Pomarici 
reproduces dis. arch. 4215 and 4216 ("II Presepe di Amolfo di 
Cambio," figs. 5 and 6). 
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46. 1n addition co his own commissions, Pope Nicholas JV encouraged 
ochers ro embellish Santa Maria Maggiore, issuing an indulgence on 27 
September 1288 for chose who "man um porrexcrinr ad conscrvationem 
et reparationem basilicae S.mcrae Mariae Majoris" (will have extended 
their hand ro the preservation and restoration of the basilica of Santa 
Maria Maggiore). Quoted in Marina Righeni Tosti-Croce, ~La Basilica 
rra Due e Trecenco," in Snnta Maria Maggion: a Roma, ed. Carlo 
Pietrangeli (Florence, 1988), 129. On Pope Nicholas TV's patronage of 
d1e basilica, see J. Gardner, "Pope Nicholas N and the Decoration of 
Sta. Maria Maggiore," aitschrifi for Ktm.stgeschichte 36 (1971): 1-50. 

47. "[L]a capella di marmo, dovee ii presepio di Gesu Cristo, fu dell'ulcimc 
sculrure di marmo che fu.cesse mai Arnolfo, che la fece ad isranza di 
Pandolfo lpotecorvo l'anno dodici .... "G. Vasari, Le vite de piu ecr:dlen
ti pitturi, scultori ed architettori, ed. Gaecano Milanesi (Florence, 1906), 
278 n. 2. English translation from G. Vasari, Lives ef the Painters, 
Sculptors and Architects, 2 vols., trans. G. du C. de Vere, (New York, 
1912, rcpr. 1996), 1:58. 

48. "Post capella Praesepis, parva er rota lapidea incus er foris, cum 
parvo al care; tota est veaniculara: ibi sum signa parcus Beare Virginis et 

Magorum. . .. " Translation from Berliner, "Arnolfo di Cambios 
Praesepe," 51; l.acin quoted in G. Biasoni, "La basilica di S. Maria 
Maggiore di Roma," Mllanges d'arrhlologie et d'hi.stoirr 35 (1915): 28. 
There are ocher primary references to the chapel Giovanni Rucdlai 
referred to the chapel in his zibnldone, but only co the relic contained 
within ir, rather than ro its form. "Icem in detc3 chiesa in una cappdleclll 
ii presttpio di del nostto signore ycsu christo cioe la mangia1oia dove 
nacque." ( [l]n the said church in a small chapel the prcsepio of Our 
Lord Jesus Christ char is the manger where he was born.) Quoced in 
Biasocci, "La bn.silica di S. Maria Maggiorr di Roma," 19. 

49. See Fontana's Della tm.sportaz.ior~ dell'obeli.sco 1111/icano e deUe fabbridJt 
di Nostro SignoT't' Papa Sisto V (Rome, I 590), and K. Schwager, "Zur 
Bautiitigkeic Sixrus V in S. Maria Maggiore in Roma," Misc. Bihl 
Hertzianae (1961) 324ff. Pomarici ("11 Presepe di Amolfo di Cambio,• 
163) suggested char the current arrangement is due to 1he ninececnth
cenrury renovations of Pius IX. 

50. Reported by Pomarici as calculated from Fonrana's rcponcd measure
ments, and from the extant s.ixtcench-cenrury drawings by de Rocchi. 
Pomarici, "II Presepe di Arnolfo di Cambio," 159. 

51. Rudolph Berliner commenced on the imerchangeabilicy ofwchapd" 
and "house" in Fontana's description, leading him co conclude that the 
Adorarion ,vas ser in a room in a house. Sec his "Arnolfo di Cambio's 
Prescpc." 52. Romanini ("ll Presepe," 172) com.memcd ch:u the relief of me 
standing magi provides evidence chat the original setting of the Pracsq,e 
was a house, including the pain red designs on the wall fragment behind 
them, and the position of their feer, poised co step over a thrc.iliokl. 

52. For the debate over the amibucioo of the individual figures within 
the scene, sec Romanini, Amo/fa di Cunbio e •to sti1 tlQII()• dd ~rim i11tlia1111, 
188 n. 252 The extant enthroned Virgin dares to the lace sixu:cnth ccnn.uy 
and is attributed co Pietro Paolo Olivieri (1551-1599). 

53. Pomarici, "II Presepe di Amolfo di Cambio,n 170. 

54. The prophet on the left holds a scroll chat now rods, ~tr-."TROITE N 

ATRIA E.IUS ADORATE DOMINUM IN AUi.A SANCTA EJUS ft (Come into his 
courts; Worship the Lord in the splendor of holiness) (Ps 95:8, 9). ~ 
ocher reads, "ET PANNIS !NVOUJTUM Rf.0.NARJT EUM IN PRAFSEPIOft (and 
wrapped him in sw:iddJing doth cs and laid him in a manger) ~ 2: 7). 



55. •1Jlbi sunr \igna parcus Seace Virginis et Magorum" (there arc the 
figures of the Binh and of the Magi). As above. crarulation quoccd &om 
Bcrlmer, "Amolfu di Gunbio's Praesepe.~ 5 I. Larin quoted in Biasocci, 
"La ~itica di S. Mw Maggiore," 28. 

56. \X'ich his 1905 publication of the group, Adolfo Vcnruri proposed 
ch:u rhe ext.Ult Madoll.lU was the original reworked and argued chat the 
ox and ass would have appeared above Ch rise as he sac in Mary's lap, as 
in Fr.i C.ugliemo's pulpiL Venturi, "Frammenci del Pracsepe di Arnolfo 
ndb basilici romana di Sta Maria Maggiore." /_ji,u 8 (I 905): l 08-12. 
In 1934 Vennari published an enthroned MlllkJ11na and Oiild chat he 
aruibmed 10 Amolfo di Cambio, summari.ly proposing on stylistic 
grounds char che work might have belonged to the Praesepe group. 
Rom:uum, however, did not accept thac this Madonna lllld Child were 
aucograph, wd argued ch:ic such an enthroned Madonna a1 a large scale 
would not ha\'C been appropriare. Venturi, "Madonna di Amolfo cfj 

Cambio," I:A,u (1934) 382-83, Romanini Amo/fa di Cambio e "lo stil 
,uwo: 188 n. 252. A reclining Madonna in the Scaacliche Museen, 
lkrlin, has been linked smce ics fuse publicatioa by Oskar Wulff co che 
Pmnq>t group ac Sama Maria Maggiore, and proposed co be a copy 
of Amolfo's Madam,a. Sec 0. Wulff, "Amtliche Bcrichte aus den 
koruglichcn Kunstsammlungen," ~Fritdric~Musnnn: N1!11nuierbungm 
mittLlalrmiclxr iralimisclxr Plnstik 33 ( 1911-12), coU. 261-80. The 
SCl.llprurt is also published in E. Frundt and M. Knuth, Deutsche und 
itJ/imiscl~ Bildwrrlte tks Mittel.alten: Die Kunstwuke tks Groninger 
Soaks (Berlin, I 980), 46- 47. The Madonna and Child recline with 
their heads to their proper left. Chrisr holds a large vessel, one of the 
gifu of the magi. On stylistic grounds, the sculprure has been given co 
an early fourtccnth-ccnrury follower of Arnolfo. However, more recently 
Pomarici has raised doubts about the sculprure's authenticity, arguing 
char its juxtaposition of elements of Amolfo's works suggests char it was 
:1 produa of the early I 900s. See her entry in Bonifado Vlll e ii mo 
tnnpo: Anno 1300 ii primo giubiko, ed. Marina Righecti Tosti-Croce 
(Milan, 2000), 193. In any case, ac only 45.5 cm high, rhe sculpcure is 
too small in relation to the size of the magi ro be rureccly comparable. 
If authentic, ic would provide evidence for a dcpiccion of Mary that 
incorporated the iconography of both the Nativity and the Adoration. 
Rudolph Berliner argued char the figures would not have been arranged 
much differently than they are now and disrribuced them on rwo walls 
of the chapel. See his "Arnolfo cfj Cambio's Praesepe," 51-56. On rhe 
devdopmenr of the atStom of temporary representations of rhe Nativity 
ar Christmas and on rhe an1biguities of the rcrm "praesepe," see R. 
Berliner "The Origins of the Cr~he," Gazette des &aux-Ans 30 (1946): 
249-78. Angelo Scef.umcci (Sto,ia tkl Presepio [Rome, 1944), 120) 
proposed that the missing Madonna would have been a reclining one 
as in the By1.anrioe craditioa, like Arnolfo's Madonna of the Nativity 
from Sanca Maria dcl Fiore. 

57. Mcsserer, KZur Rekonscrukcion," 25-35. 

58. A.M. Romancini formularcd the "principle of visibility." See note 7 
above. Pomarici, "II Presepe di Amolfo cfj Cambia," 155-75. 

59. lbid., 164-65. 

60. Addressing my proposal that the Walcers' MlllkJnna and Child 
oughr ro be considered in relation ro the Praestpt, Neri oored char rhe 
exhibition provided a good opporrunicy for comparison, bur observed 
char a reclining Madonna would have been more appropriate t0 a 
Nativity. She also argued chat the scene would have been one chat had 
"la ricchczza deUo spazio suggerico coo gli esperuenti deUa pircura" (the 
richness of space suggesred by pictorial means), and chat a reclining 
Madonna would have been more suited co chis suggestion of space. 
Neri,"Oltre la facciaci," 261. 

61. G. Krcytcnbcrg, "Amolfu, Prcsepc." in Neri, Amoffe, 190-93, no. 1.13 

62. On the ocher hand, as mentioned above, polychromy may have 
played an important role in completing the effect of the Walcers' 
Madonna and Child, while the difference in che crispn~ of che drapery 
may be due co something as simple as rhe rcpresenracion of a thicker 
garmcnc on the Virgin. 

63. These measurements are taken from Messerer and Pomarici. Messcrer 
lists all of the standing figures as 85 cm. Pomarici scares chat the magi 
are 80 cm call, but wicb their base in the graphs she includes, chey are 
85 on call The widths of che figures are also comparable. Together the 
standing magi are 60 cm wide, and the Walters' Madonna is 25 cm. 

64. The cop of che Christ Child's head is abour 59.5 cm from rhe ground. 

65. ln rhe de Rocchi drawing (Gabinerro dei discgni e deUe scampe 
degli Uffw, rus. accb. 4216), the semicircular niche above the altar 
abuts the northern wall of the chapel, suggesting chat the Adoration was 
oriented co have the magi approaching from the left because of the spacial 
rescricrions. The standing magi could have approached along the wall, 
the kneeling magus transferring the action around the corner, and the 
Madonna and Child, Joseph, and che ox and ass could have inhabited 
the niche above the altar. However, Romanini ("Il Presepe," 172) argued 
chat che figures would noc have appeared in che niche above the altar 
because chat space would have permirred only one point of view, when 
the figures were worked so as to be seen from mulriple points of view. 

66. On the power of relics and derucations, see R. Kraucheimer, 
"Incroduction co an Iconography of Medieval Archicecrure," ]01m1a! of 
the Warburg and Court11:11ld Institutts 5 (1942): 1-33. 

67. Pornarici, "II Presepc," 161. 

68. Moskowicz's argument chat Arnolfo's Praesept was more narrative 
than its "iconic" precedents in luaerres would sciU hold true. Moskowirz 
"What Did Leonaido Learn?" I 082. 

69. The archicecrural framing of a Madonna and Child smaller than che 
surrounding figures occurs on the faytde of Siena Cathedral above the 
rose window, dating after ca. 1300. Further, the praying, bowed prophets 
on either side of the SieaeseMadonrra and O,ild recallAmolfo cfj Cambio's 
kneeling magus. Moskowirz, Italian Gothic Sculpture, 96, 99 fig. 123. 

70. Moskowin (Italian Gothic Sculpttm 59), assuming a reclining 
Madonna and a Nativity, noted char Joseph's forward gaze acr= rhe scene 
would put the Madonna and Child in the cemer of the composicion. 
This gaze would also imply chac he be moved back in the scene, behind 
or, ar most, beside, the Madonna and Child. As Romanini made clear 
("Il Presepc" 174), the carving of the ox and ass inrucates chat they would 
have been inserted in the le.fr wall of the niche, likely above a manger. 

71. A cheacrical quality has been noted by several scholars. Berliner 
commenced chat "'here was sculprure bordering on theater" in '~nolfo 
cfj Carnbio's Praesepe," 56. Romanini pointed out both the emotional 
"tension" of the group, and its "novita prospectic:a e scenic:a" (the novelty 
of its sraging). Romanini, "II Presepe," 176. Moskowitt has emphasized 
the "dramatic" qualities of Amolfo's Praesepe, and sculpcure in general, 
where "dramaric" is taken to mean both the expressive power of the 
figures enacting the scene, and che arrangement of his sculpcures within 
space, "into which the viewer, tbeorecicaUy or imaginatively, can enter." 
She argued rhat rhese qualities are especially evident in rhe Praestpe. 
Moskowitz, "What Did Leonardo Learn?" 1079-86, and !ta/inn Gothic 
Sculpture, 44, 60. A letter written by Saint Cajetaa oa 28 January 1518 
is ofcen cited co evoke the affective power of Amolfo's group. The saint 
describes h.is experience in the Chapel of the Pmestpe on Christmas Eve. 
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He visited the chapel as if ic wen: the site of the Nacivicy itself, and imagined 
that he cook the "render" Christ Child from the "timid little" Virgin's 
hand. The saint comments on cbe hardness of his heart, which did not 
.melt at that moment, and explains how he repeated his visit at lacer 
feasts, including chat of Epiphany. Whether or not the sculpture had its 
original home in the Praesepe of Sama Maria Maggiore, it is easy ro 
identify with Sainr Cajetan's vision when viewing the Walters' Madonna 
and Child. For the full text of the lener, see R. de Mauldela Claviere, San 
Gaaano da Thiene e la Rifonnti cattolica italiana (Rome, 191 I) 49-53. 
The passage was quoted by Berliner, "The Origins of the Creche," 
249-78; idem, "Arnolfo di Cambio's Praesepe," and Die 
Weihnachtskrippe (Munich, 1955). Moskowitz ("What Did Leonardo 
Learn?" 1083) quotes this letter as support for the group's prompcing 
of empathetic experience. 

72. Romanini, Amolfo di Cambio e ''lo stiL novo': l 85. 

PHOTOGRAPHY AND ILLUSTRATION CREDITS : Alinari / Art 
Resource, NY: Ii.gs. Sa, Sb; Danielle Ayers-Jones: fig. 10; A. Iazeolla, 
© Isricuco della Enciclopedia lcaliana, Rome: fig 9; Erich Lessing / Art 
Resource, NY: fig. 5; © Istiruto Cencrale per il Cacalogo e la Docu
memazione, Rome: fig. 4; Image© The Metropolitan Museum of Arr: 
fig. 5; Nimarallah / Art Resource, NY: fig. 6; 7: Scala/ Art Resource, 
NY: fig. 6; Walters Arc Museum, Susan Tobin: figs. la, lb, le, 3. 
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A Book of Hours for Anna Colonna in the Walters Art Museum 

MARTINA BAGNOLI 

In Italy, Books of Hours never enjoyed the popularity 
that they did north of the Alps.• Nevertheless, extant 

examples indicate that richly decorated Books of Hours 
were produced in Italy, particularly in those city-states 
geographically, culturally, and politically closest to France: 
the duchy of Milan and the kingdom of Naples. Both 
centers are well represented in the collection of the Walters 
Art Museum, which has a fine but relatively little-known 
selection of Italian Books of Hours.2 One of these Italian 
books, W.322, warrants special attention by virtue of irs 
picture cycle, provenance, and artist. The following pages 
present the results of a study of chis small manuscript.J 

T H E PI CTU R E CYCL E 

T he illustrations of W.322 diverge in several respects from 
standard cycles as they were rendered in French and 
Flemish books of the fifteenth century. In these regions, 
the Hours of the Cross would be illustrated with a Passion 
cycle that, starting at Matins, included the Betrayal, Christ 
before Pilate, the Flagellation, the Way co Calvary, the 
Crucifixion, the Deposition, and the Entombment.~ Some 
of the peculiarities found in W.322, such as the introduction 
of two images of the Crucifixion for the Hours of the 
Cross, one at Sext and the other at None, are common in 
Italian horae of this period. 1n Italy, the sixth and ninth 
hours of the day, respectively, marked the moments in the 
Passion when Christ was crucified and his flank pierced 
by a lance.5 Following the Italian tradition, the prayers 
accompanying the sixth hour, in the Walters' manuscript, 
are introduced by an illustration of the nailing of Jesus to 
the cross (fig. 1). The choice of this scene as the subject of 
the illustration can be explained by the adjacent words of the 
hymn: "Hora sexca Thesus est cruci conclavatus'' (at the sixth 
hour Jesus was nailed to the cross, fol. 86v). The illustration 
of None similarly follows the tradition of commemorating 
the moment of Christ's death on the cross (fig. 2). Longinus 
approaches Christ from the left and pierces his side with a 
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long lance. At the moment of Christ's death, sorrow and 
disorder spread through the crowd. The hymn that follows 
the response adds texture and detail to the visual narrative: 
"hora nona rhesus expiravit. Hely clamans animam patri 
commendavit. Latus eius lancia rnilex perfora; terra tune 
tremuit et sol obscuravit" (at the ninth hour Jesus died, 
crying "Eli" and com.mending his soul to his Father. A soldier 
pierced his side with a lance; the earth trembled, and a 
shadow passed over the sun, fol. 87r). 

illustrations of the episodes related to Christ's Crucifixion 
continue at Vespers with the Deposition, which usually 
illustrates the text of the hymn "De cruce deponitur hora 
vespertina" (at eventide he was taken down from the cross, 
fol. 87v). The Compline prayers are introduced by an 
image of the Pieta instead of the more usual Entombment. 
This choice of illustrations can be linked to the text of the 
Compline antiphon, which mentions the moment of burial 
and invites the reader to remember constantly the death of 
Christ and its redemptive significance: "hora complecorii 
datur sepulrure corpus xpi. Nobili spes vitae fururae conditur 
aromate compleretur scriptura. Iugis sit memoria mors hec 
michi cure" (at the hour of Compline the body of Christ 
is buried. Laid to rest with perfumes and in a noble manner 
so that the hope of future life shall be completed by scripture, 
it shall be my care to remember chis death constantly, fols. 
88r-88v). Thus, in W322 hope for salvation and eternal 
life is found in contemplation of the suffering Christ. The 
images of his Passion follow a syncopated rhythm on rectos 
and versos of consecutive folios in an unfolding sequence 
that focuses on Christ's physical injuries at the moment of 
his death. This is typical of Italian Books of Hours, in 
which, as Bronwyn Stocks has observed, "the reader is 
urged throughout to identify compassionately with these 
sufferings precisely because they are the witness of Christ's 
love for the human race and source of hope."6 

In W.322 the idea of salvation through the 
Resurrection is further explored in the Office of the 
Vrrgin. Here, the usual cycle of Christ's infancy stops at 

31 



Fig. 1. Italian, Book of Hours, ca. 1440. Parchment with ink, paint, and 
gold, folios: 10.5 x 7.4 cm. Baltimore, Walters Arr Museum, bequest of 
Henry Walters, 1931 (W.322), fol. 86r: The Nailing to the Cross 

Sext and a post-Passion narrative begins with an illustration 
of the Resurrection (fig. 3) and continues with Ascension 
(Nones) and Pentecost (Vespers).7 The cycle ends with the 
usual image of the Coronation of the Vtrgin to illustrate 
the Compline prayers. 

The excursus into Christological material in the middle 
of the Office of the Vtrgin appears as well in other Italian 
Books of Hours, such as an example from Milan in the 
BibJioteca Estense, Modena, dating to the end of the four
teenth century (MS.cx.R.7.3, Lat. 842).8 The placement of 
the post-Passion scenes within the office of the V1rgin was 
not fixed; indeed, there is little evidence of a panern &om 
one Book of Hours to the next. In the Estense Book of 
Hours, the Resurrection, Ascension, and Pentecost are 
associated, respectively, with Terce, Sexce, and Nones. Since 
the rexes of the prayers of the Office of the Vtrgin were of 
general nature, artists could exercise considerable freedom 
in choosing subjeas.9 Therefore, ic is hard to draw any 
direct relation between the Resurrection, Ascension, and 
Pentecost images and the prayers in W322; rather, the 
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Fig. 2. W322, fol. 86v: The Crucifixion and Dead, of Christ 

selection of these particular images should be understood 
as a desire to stress the idea of the salvific power given co 
mankind by Jesus through the V1rgin. 

THE ORIGINAL OWNER OF THE BOOK 

W322 is a luxurious book. The parchment is of very good 
quality with a smooth flesh side and a velvety hair side; ir 
is lavishly illustrated, and gold foil is used exrensivdy, 
indicating an important provenance. 

The calendar points co the region of Puglia in southern 
Italy as a place of origin. In addition to the feasts common 
in the Roman calendar, a number of local saints specifically 
associated with Puglia are named in the calendar: Saine 
Cataldus, bishop ofTaranto (10 May) is cncered in red, as 
is che feasc for the Translation of Saint Nicholas Bishop of 
Bari (9 May) and the Apparition of Saint Michad Archangel 
(8 May), which was celebrated in Mount Gargano. The 
book was clearly intended for a woman, as most of the 
prayers are conjugated in the feminine. 1n several prayers, 
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Fig. 3. \V.322, fol. 45v: The Rcsurrecrion 
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the patron's name is abbreviated with the initial A.10 In the 
last prayer of the book, X.s first name is revealed as she 
invokes God's piry for "your humble servant Anna." 11 

Finally, Anna's coat of arms is painted beneath the picture 
of the Ascension on the bottom of folio 50r (fig. 4). The 
appearance on chis page of the red escutcheon emblazoned 
with a white column not only indicates Anna's ardent 
desire to imitate Christ and ascend to heaven but also tells 
us that she was a Colonna. 

The Colonna were one of the most important 
aristocratic Roman families, but they were not royalty. 
Why, then, is Anna depicted in a book from Puglia, a 
region far from Rome and part of the domains of the king 
of Naples, kneding in prayer before Saint Peter Marryr 
with a crown on her head (fol. 217, fig. 5)? This picture 
has been deliberately effaced, but the still-visible crown, 
rogether with the other evidence, identifies the patron as 
the wife of Gian Antonio Orsini, prince of Taranto. I 
therefore suggest chat chis book was made for Anna 
Colonna, who married Gian Antonio in 1419. 

Fig. 4. W.322, fol. 50r: The Ascension 

Sources describe Anna as "donna di statura colossale e di 
gran spirito" ([a] woman of colossal height and of strong 
spirit).12 She was the niece of a pope (Martin V, r. 1417-31) 
and before marrying Gian Antonio had been betrothed to 
the son of Braccia da Montone; the sources do not say why 
the betrothal was broken. Her devout and fervent prayers 
at the end of the book tell us chat she must have drawn 
much-needed comfort from it during times of conflict 
within and outside her home in Taranto. Her life must 
have been far from idyllic: we know that she was barren 
and that her husband had six children by another woman. 
Anna died in Rome in 1469, providing a terminus ante 
quern for the book's production. It is unlikely, however, 
that the manuscript was made after 1462, when Gian 
Antonio was murdered. 

Although Gian Antonio was nominally a subject of 
the Aragonese king of Naples, the extent of his domains, 
stretching over much of Puglia, Calabria, and Basilicata made 
him a largely independent ruler and a powerful political 
presence within the kingdom. The prince's relentless policy 
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Fig. 5. W.322, fol. 2 l 7r. Saint Perer Martyr 

of subjugating entire regions and drawing them into his 
possessions did not endear him to his subjects or to the 
Neapolitan court. After Gian .Antonio's murder by poison 
in 1462, rebdlion ensued, and his domains were divided 
among his offspring by the king of Naples. The upheavals 
following her husband's demise would necessarily have 
affected Anna. In 1463 she was granted a safe-conduct by 
King Ferdinand I to return to Rome, thus escaping the 
turmoil of the revolt against the house of Orsini.13 These 
circumstances allow us to circumscribe the dating of the 
Walters' Book of Hours to between 1419 and 1463, when 
Anna resided in Puglia. 

THE ARTIST 

The identification of the principality of Taranto as the 
place of origin for W322 is also supported by the style of 
the illuminations. The painter of W322 created busy 
compositions, rich in narrative details and crowded by 
distinctive wiry figures with sharp features, protuberant 
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Fig. 6. W.322, fol. 54v: Detail of border 
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eyes, and small chins. They are dressed in flowing robes 
with long linear folds, boldly highlighted in white. The 
full-page miniatures at the end of the book convey a mixture 
of Gothic elegance and Italian monumentality. 

The same characteristics distinguish the miniatures of 
a missal in Molfetta known as the Missal of San Corrado 
(Molfetta, Archivio Capitolare).1~ A comparison of the rwo 

works reveals close similarities in the treatment of borders, 
figure types, and compositions. The borders in the missal, 
with blossoming branches terminating in colored dots and 
hairy tendrils, so closely resemble those of W322 as to be 
almost indistinguishable (figs. 6, and 7). The Adoration of 
the Magi in the missal shows tall elongated figures crowding 
around the Virgin, who holds the naked Christ Child on 
her lap (fig. 8). The magi wear elegant clothes and golden 
crowns with exaggeratedly prominent points. The same 
sartorial exuberance appears also in the Walters version of 
chis scene. Here, coo, the magi crowd around mother and 
child while the elder magus kisses the feet of Christ, who 
is again depicted naked on his mother's lap (fig. 9). In boch .r. 



Fig. 7. Missal of Sao Corrado, Molferra, Archivio Capitolare: detail 
of border 

books, the Pentecost is organized around the massive 
triangular figure of the Vlfgin, her ample mantle falling to 
the ground in rich folds, while the apostles, with extremdy 
long hands, are seated around her (figs. 10, 11). Above 
chem, the face of God, with red cheeks and a benevolent 
expression, appears in the sky with a dove, the symbol of 
the Holy Ghost. 

The Missal of San Corrado has been attributed to 
Giovanni di Francia (d. 1448), known for a signed pand 
of the Vtrgin and Child in the Museo Capicolare, Velletri. 15 

This attribution however, must be re-examined in the light 
of recent scholarship. In an imponant article, Serena 
Padovani identified Giovanni with Zanino di Pietro 
(active from 1389), a painter known for his signed triptych 
with the Crucifixion now in the Museo Civico di Rieti.16 

Zanino, who was of French origin, began his career in 
Venice, moved co Bologna, where he resided for twenty years, 
and then rerurned to Venice. 17 On his return, Zanino's 
style changed dramatically when he came into contact 
with the works of Gentile da Fabriano (ca. 1370-1427), 

Fig. 8. MJSSal of San Corrado, derail: The Adoration of the Magi 

Fig. 9. W.322, fol. 36, detail: The Adoration of rhe Magi 

who had also arrived in Venice during the first decade of 
the fifteenth century. 

Zanino's paintings of his second Venetian period show 
the corporeal style of his Bolognese years tempered by an 
increasing sweetness in coloring and drapery and a more 
daborate ornamental vocabulary, especially in the detail
ing of the figures' dress and in the decoration of back
grounds. 18 The stylistic similarities between Gentile and 
Zanino are apparent in such works as the Madonna of 
Humility, now in the National Gallery of Athens, and the 
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Fig. 10. Missal of San Corrado, derail: Pencacosr 

Fig. 12. 2.anino di Pierro (Giovanni di Francia), Madonna. Tempera on 
panel. Velletri, Musco Capirolare 

36 

~ ,vv,,ro~ • , , • ,1 ~ • -= 
~ 1 

Fig. 11. W.322, fol. 54v, detail: Pemacost 

Fig. 13. Zanino di Pietro (Giovanni di Francia), Virgin and Child. Tcmpcn 
on panel. Pinacorcca Giuseppe De Nittis, Musco civico cli Barlau 



Virgin and Fo11r Saints in the Martello Collection in 
Ficsole, both of which have been attributed to Gentile.19 

Several years after the publication of Padovani's study, 
Andrea De Marchi further reexamined Zanino's career, 
siruating the VelJccri MtUUJnna (fig. 12) ar a lace stage in 
Zanino's appropriation of Gentile's style. :o This painting 
shows a loss of Gentile's emotionalism, here dissipated co 
the poinr of an almost stereotypical docility. A panel of the 
Virgin and Child in the Pinacoteca Giuseppe De Nittis di 
Barletta continues this rrend in the painter's work and 
should be regarded as a touchstone of Zanino's activity 
in Puglia during the lase years of his life (fig. 13).21 The 
presence of works by Zani.no in this southern region of 
Italy indicates that the painter had migrated southward 
along the Adriatic coast during the 1430s, possibly as a result 
of a fall from grace in his native city.22 The miniatures of 
W.322 share many characteristic traits with the Barletta 
panel: the small heads, the protuberant eyes and the fleshy, 
pouting mouths. Bur whereas in Zanino's paintings these 
traits convey tenderness and intimacy, in those by the 
miniaturist ofW322 they result in an affected preciousness 
bordering on the comic. 

The busy and agitated figures of the Molfetta Missal 
and of W322 more closely resemble another panel in 
Barletta: a Trinity, once attributed to Zani.no and recently 
ascribed co his workshop." A comparison of the miniatures 
ofW322 with the Barletta Trinity is telling. Saint George's 
smiling features on fol. 21 Sr (fig. 14) closely resemble 
those of the joyful angels surrounding the Tiinity in 
Barletta (fig. 15). The Virgin in the Barletta Trinity shares 
certain features (a long nose and upward-curving mouth) 
with that in the Walters Book of Hours (fig. 16). re is 
therefore possible to assign the Walters' Book of Hours, 
the San Corrado Missal, and the Barletta Trinity to a close 
disciple and follower of Zani.no di Pietro, here called the 
San Corrado Master, who continued Zani.nos work in 
Puglia after his master's death. The emergence of this 
personality out of Zanino's workshop calls for a reevaluation 
of several monuments amibuted to Giovanni/Zanino over 
the years but which cannot be satisfactorily ascribed to 
him and for which additional research is necessary. These 
include the panel of the Flagellation in the Cathedral of 
Barletta, the panel of the Man of Sorrows in the Church 
of Saint Peter also in Barletta, and the frescoes of the 
Lambertini tomb in the Cathedral ofTnu:ii.24 

Martina Bagw/j (mbagw/i@thewaltm.org) is associate curator of 
medieval art at the Walters An Museum. 

Fig. 14. W.322, fol. 215r: Saint George and the Dragon, detail 

Fig. 15. Workshop of Zanino di Piecro, Trinity (detail). Tempera on 
panel. Cathedral of Barletta 

Fig. 16. W.322, fol. 213r: Siering-Madonna and Child, detail 
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A P P EN DI X 

Baltimore, Walters An Museum, MS W.322 

fotly, Puglia, mid-fifteenth century (before 1463) 

Parchment, 231 leaves, 105 x 74 mm, 1 column of68-54 mm x 38 mm, 
15 lines of 4 mm (prayer text), 18 lines (calendar pages). Ruled wirh pale 
brown ink. In Latin, in Iittem gotica rottmda. The book is richly decorated 
with nineteen large historiated initials at major text divisions and six 
full-page miniacures of saincs ac the end; rwo-line initials dee.orated in red 
and blue penwork, and small ca.pita.ls in blue, gold, and red d1roughouc. 

Use: Rome 
Contents 

fols. l-12v: calendar 
fols. I 3-82v: Hours of the Virgin 
fols. 83-88v: Hours of the Cross 
fols. 88-9 l : Hours of che Holy Ghost 
fols. 91-96v: Office of Saine Catherine 
fols. 97-108v: che Seven Penitential Psalms 
fols. 108v- l I 8r: a Litany with cen collects 
fols. ll 8v-l 66v: the Office of the Dead 
fols. l 66v-l 84v: Prayers 
fols. 184v-185v: a Gospel sequence 
fols. 185v-204v: Orations 
fols. 205-210v : Suffrages 
fols. 221- 23lv: Prayers 
fol. 231: Seven Lase Words of Christ. 

Decorations 
fol. 13: Hours of che Virgin: Matins, Annunciation 
fol. 24: Lauds, Adoration of Christ Child and the 

Annunciation co che Shepherds 
fol. 36: Prime, Adoration of Magi 
fol. 41: Terce, Presentation in che Temple 
fol. 45: Sexte, Resurrection 
fol. 50: Nones, Ascension 
fol. 54v: Vespers, Penrecost 
fol. 62v: Compline, Madonna enthroned in a mandorla 
fol. 83: Hours of the Cross: Matins, Betrayal of Christ 
fol. 84v: Prime, Christ before Pilate 
fol. 85v: Terce, Christ carrying the Cross 
fol. 86: Sexc, Christ nailed to the Cross 
fol. 86v: Nones, Christ dead on the Cross 
fol. 87: Vespers, Deposition 
fol. 88: Compline, Piem 
fol. 88v: Hours of the Holy Spirit: Matins, Pentecost 
fol. 91: Office of Sainr Catherine, Marins, Catherine kneels in 

prayers, the wheel of her martyrdom behind her 
fol. 97: Seven penitenrial psalms: David in the mire 
fol. l l 8v: Office of the Dead: Vespers, funeral scene 
fol. 213: Sitting Madonna and Child 
fol. 214: Stigmatization of Saint Francis 
fol. 215: Saine George and the Dragon 
fol. 216: Saint Anthony of Padua 
fol. 217: Saine Peter Marcyr 
fol. 219: Saint Scholastica 

Binding: Eighteenth-ttncury .red straight-grain morocco with gold 
cooling. Sewn on four single cords, edges full gilc. 

Provmance: Boughc in France by Pecer Marie; Sale, N.Y., 1903, no. 
574, co George H. Richmond; Purchased by Henry Walters from 
George Richmond, before 1931 
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LORI:.N70 O'ALESSAN DRO DA SANSEVE RINO 'S CRUCIFIXION; ST. MICHAEL 

Art Historical Context and Technical Analysis 
of an Italian Fifteenth-Century Double-Sided Processional Standard 

SUE ANN C H U I 

T he Walters Art Museum's Crucifixion; St. Michael 
(acc. no. 37.406, figs. la and lb) is one of four 

paintings in the United Scares by Lorenzo d'AJessandro 
da Sanseverino (1445-1501), an Italian painter who 
worked exclusively in his native Marches in central 
ltaly.1 Making the Walters' painting even more unusual 
is its form: it is a processional standard, a rare survival of 
an object type whose continual use has tended to make 
them uncommon today. This essay defines the context 
for The Crucifodon; St. Michael through a discussion of 
Italian Renaissance processional standards, including 
other examples by Lorenzo d'Alessandro, and a study of 
d'Alessandro's painting technique as observed during the 
conservation and restoration of the Walters' painting for its 
rcinstallarion in the Palazzo galleries in 2005. Recently 
published articles on Italian processional standards by 
Vietor M. Schmidt and Michael Bury provide information 
peninent co chis srudy.2 

A standard was one of many objeCtS, including crosses, 
candles, and reliquaries, that were carried in Catholic and 
Orthodox religious processions during early modern 
times. Standards are unique, however, in that they were made 
almost exclusively for use in processions. Historically, the 
term "standard" has been used interchangeably with other 
terms (most frequently "banner") to describe an object, 
usually painted, carried in processions. The terms stendarti(), 
gonfal.one, bandinella, insegna, and segno are used in Italian 
co describe various forms of "standards:' Segno is often used 
more narrowly than the other terms to describe an object 
that consists of a pole surmounted by a depiction directly 
related to the organization to which it belongs.3 In this 
sense, the processional standard was both a symbol and 
an advertisement for the confraternity or company that 
was carrying it. In this essay, for the sake of consistency, 
"standard" will be used to describe the Walters' painting 
and similar objects. 

The }011m11i of the Wnltus An: Museum 63 (issue year 2005; published 2009) 

Bernard Berenson was the first scholar to attribute 
The Crucifixion; St Michael to the Italian Renaissance 
painter Lorenzo d'Alessandro da Sanseverino, an attribution 
subsequently accepted by Luigi Serra, Raimondo van 
Marle, and Federico Zeri: As his name suggests, Lorenzo 
d'AJessandro da Sanseverino was from the town of 
Sanseverino Marche, located in the central part of the 
Marches. Born in 1445, Lorenzo d'Alessandro spent his 
entire life in and around his city of birth, where he worked 
as an artist and public official. Zeri and Raoul Paciaroni 
have noted that Lorenzo's artistic formation was informed 
by Marchigian painters of previous generations, especially 
Girolamo di Giovanni da Camerino (active ca. 1449- 73).5 

Archival sources document that Lorenzo d'Alessandro 
worked not only on prestigious commissions but also, on 
a more modest scale, designing coats of arms, making 
scenes for sacred representations, and painting processional 
standards. He died in 1501. 

The chronology of Lorenw's oeuvre is based on four 
surviving signed and dared works: the triptych of Corridonia 
(1481); the frescoes ofS. Maria di Piazza, Sarnano (1483); 
Madonna de/Monte, Caldarola (1491); and St. Anthony of 
Padua (Pollenza), 1496.6 An altarpiece in the NationaJ 
Gallery, London, The Marriage of St Catherine of Siena, 
which was originally commissioned for the Church of S. 
Domenico in Fabriano, is signed but not dared. On the 
basis of style, scholars have dated the Walters' processional 
standard to between 1480 and 1490.7 

On one side of the Walters' standard is the Crucifixion, 
with the body of Christ hanging slightly contrapposco. 
Standing on the left is Mary, her arms flung open, looking 
up toward her Son. Sr. John stands on the right with his 
head bowed and hands clasped near his face. 1bree mourning 
angels collect the blood that flows out of the wounds on 
Christ's hands and torso. The other side of the standard is 
dominated by the large figure of the Archangel Michael. 
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FJ&. la, b. Lorenzo d'Alessandro da Sanseverino, The Cn1cijixion; St. Michad.Archangel (before creaonenc), J 480-90. Tempera, gold on panel, 75.9 x S43 Oll. 

Baltimore, Walters An Museum, bequest of Henry Walters, 1931 (37.496) 

Against a rich, yellow brocade doth that hangs from a wooden 
rod, he stands in gentle conrrapposto while trampling the 
devil beneath his feet. In his left hand, Michael delicately 
holds a scale weighing two souls, one heavier than the other. 
His right hand grips h.is sword, which pierces the devil's 
leg. Smaller figures dressed in white-hooded robes typical 
of flagellant confraternities are shown kneeling in prayer at 
the saint's feet. The devil's tail resembles the knotted wh.ip 
chain tharflagellantswould have used to scourge themselves.8 

The young figure to the right of the saint, his face exposed, 
is most likely the painting's donor. 

On the basis of its iconography, the Walters' standard can 
be associated with the confraternity of St. Michael Archangel. 
In his recent monograph on Lorenzo d'Alessandro, Raoul 
Paciaroni suggests that the Walters' panel originally belonged 
to the Church of Sant'Angelo, which by 1400 was the seat of 
an important confraternity dedicated ro St. Michael Archangel 
in the town of Matelica.9 This confraternity commissioned 
the painting St. Ann, Madonna and Child, St. Sebastian, 
and St. Roch from d'Alessandro for the Church of 
Sant'Angelo. It would not be unreasonable to suppose he 
had other commissions from this confraternity. 10 

Confraternities-religious organizations consisting of 
lay members of the church who promoted acts of devotion 
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and charity-were an integral part of life during the Middle 
Ages and Renaissance, as can be attested in Florence, where, 
by 1450, almost every adult male citizen was a member of 
one of the nearly one hundred confraternities in chat city. 
Confraternities met often for prayer and special feasts. They 
maintained altars, sponsored masses, and commissioned 
music and works of art. One of the most important and 
most widely recognized duties that they assumed was to 
perform the burial rices for their fellow citizens." 

Religious processions, in which double-faced painted 
standards, meant to be seen from both sides, played an 
important role, were a common activity of the con&accmicics. 
According to rwo early treatises on the rituals of the Roman 
Catholic Church, processions were commonly hdd on eight 
specific occasions-the Purification of the Virgin, Palm 
Sunday, Easter, Ascension, Pentecost, Corpus Domini, the 
dedication of a church or its anniversary, and the fcasr day of 
a patron saint-but the iconography of surviving standards 
does not necessarily correspond co these fcstivals. u The 
subjects depicted on the Walters' standard, the Cruci.fooon 
and Sc. Michael Archangel, suggest char the painting was 
carried during Holy Weck and on the saint's feast day (29 
September). The Walters' standard was thus used also as a 
ugno, an emblem of the confraternity. 



Small p~ional standards on panel, such as che one 
in the Walcers' cotleccion, were common in central Italy 
during che Middle Ages and che Renaissance. u Because of 
their periodic handling and exposure to the elements, 
however, comparacivdy few have survived. Many of those 
processional standards chat do survive come from Umbria 
and the Marches. 

THE MATERIALS, CONSTRUCTION, 

AND USE OF PROCESSIONAL STANDARDS 

Surviving Marchigian processional standards (as well as 
many Umbrian examples) are typically composed on panels 
constructed with a pointed arch, although examples with 
rounded arches or wholly rectangular formats have been 
documented. Mose processional scandanis on pand originally 
had engaged frames, but many of the fumes have not survived, 
since they would have protruded from the painting and were 
usually the first pans of the object to be damaged. Standards 
generatly contain single figures of saints, either standing or 
enthroned, co whom the confraternity was dedicated or who 
were proceaors of the city. When narratives rather than single 
figures are depicted, they invariably depict scenes with Christ 
or the Virgin.14 Arch-shaped panels are often divided, either 
by paint or by an element of the engaged frame, inco a main 
lower field and a smaller one ac the cop within the arch, 
usually reserved for a depicrion of God the Father, although 
other saints and the Annunciation scenes are also found. 

The condition of the Walters' panel, remarkable for an 
objcct ofits age, is due co its being painted on both sides, which 
protr:aed the wooden support from environmental .8.uccuaci.ons 
and insect damage.1s Traditionally, processional standards 
were painted on both sides, as is the Walters' standard, but 
examples survive in which only one side was painted. One 
such panel is Perugino's Madonna della Con.fraternita della 
Omso/azjone (Galleria Nazionale dell'Umbria), which served 
both as an altarpiece and as a processional standard. 16 

Canvas was used concurrently with wood panel as a 
support for such purposes throughout the fifteenth century. 
Over time, panels were gradually phased out, to the point 
that by the late fifteenth century, canvas had become the 
exclusive support for such objects, allowing the dimensions 
of the processional standards to expand without adding 
burdensome weight to an object chat needed to be portable. 
During the period 1470-80, Umbrian processional standards 
on canvas imitated the form of chose on panel, the best
known example being Niccolo Alunno's St. Anthony Abbot, 
Sts. Giles and Bernardino da Siena in the Pinacoceca 
Comunale, Deruta, painted in the third quarter of the 
fifteenth century (fig. 2).17 

Fig. 2. Niccolo Alunno, St. Anthony Abbot, third quarter of the fifteenth 
cenn1ry. Tempera on canvas. Pinacoreca Communale, Deruca 
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Fig. 3. (left) Matteo da Gualdo, Madonna and Child Enthroned, end 
1490s. Tempera on linen, 88.3 x 39.4 cm. Baltimore, Walters Art 
Museum, bequest of Henry Walters, 1931 (37.691) 

The Walters Art Museum also owns a rare, well-preserved 
example of a fifteenth-century Italian processional standard 
on linen. The Madonna and Child Enthroned (acc. no. 
37.691, fig. 3) is thought to be a late work of Matteo da 
Gualdo (ca. 1435-after 1507), an Umbrian painter who 
may have been Lorenzo d'Alessandro's mascer.18 Dated 
coward the end of the 1490s on the basis of the presence 
of numerous classical architectural elements in the throne and 
frieze in the foreground, the Madonna and Child Enthroned 
is contemporary with or slightly later than Lorenzo 
d' Alessandro's Crucifixion; St. Michael The size, subject, 
and painted frame indicate that the painting, though 
single-sided, was intended as a processional standard. 
Processional standards on pand were usually painted on 
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both sides (the painting by Perugino noted earlier is an 
exception}, whereas those made on canvas might be com
posed of two separate canvases instead of one. Two canvases 
could be joined to form a processional standard by nailing 
them co each side of a strainer or stretcher; an engaged 
frame was then consrrucred around the paintings. The canvas 
support thus did not hang loosdy, bur rather imitated the 
more rigid double-sided panel. Taking this into consideration, 
Matteo da Gulado's painting is most likdy one face of an 
originally double-sided standard.19 

CONSTRUCTION OF THE CRUCIFTXJON; 

ST. MICHAEL ARCHANGEL 

The Walters' processional standard is painted on a wood 
paneJ, 2.3 cm thick, estimated to be poplar,20 a common 
support for such paintings in che fourteenth and fifteenth 
cenruries.21 An assembled x-radiograph of the painting 
(fig. 4) reveals the painting's original construction and 
shows how the gilded engaged frame, an integraJ part of 
the painting, is attached. The pand consiscs of a single board 
from which the painted antependium is also formed. Four 
separate wood molding strips, mitered at the comers, are 
attached to each face of the panel wjth small, evenly spaced 
nails to create the engaged frame. The same conscruccion was 
used for a processional standard by Nobile di Francesco da 
Luca (active 1490-1513).22 The dentilated cornice in The 
Crucifixi.on; St. Michael was also nailed into the main support. 
Hidden by the cornice is a block of wood of horizontal 
grain attached to the panel with very long nails (abouc 
12.5 cm from head to rip). This separate block of wood, 
which appears to be original to the structure. held the 
entire cornice consuuction in place." 

Other elements, now lose, were probably attached to 
the panel, as attested by the presence of empty nail holes 
and nail shafts in the panel. Drappe!tme, or fringes attached 
to the processional standard, were noc unusual addicions.·• 
Another element was also probably attached ro the rop of the 
block inside the cornice, since the top surface is smooth 
and finished, creating an excellent join. The presence of 
nail shafts seen in the x-radiograph close co the top of the 
block suggescs chat another object had been previously 
attached and then removed, perhaps another painted scene 
or a canddabra. 25 lron rings, probably used as candleholders, 
are found on the right and left sides of a large proccs.sional 
standard. on panel by Venanro da Camerino (accivt 1528-30) 
(Madonna and Child; S. Venanzio, Pinacoreca e museo 
civici, Ca.merino). There are in faa bum marks on the 
sides of th.is panel. In the Walters' standard, the loss of gilding 
and exposed darkened wood on one of the acanthus leaves 
might be the result of exposure co an open flame. 
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Fig. 4. X-radiograph of The Crucifixion; St. Michael 

Federico Zeri first proposed that the carved, gilded, 
and painted acanthus leaves attached on the sides of The 
Cn,cifixion; St Michael might be later additions.26 There 
are sevei:al reasons to support his theory. Stylistically, the 
acanthus leaves appear to be sixteenth century and must 
have been added very early in the painting's history.27 In the 
construction of Renaissance mirror frames with decorative 
side clements like the Walters painting, these "ears" are 
usually degantly dovetailed into the structure of the frame.28 

ln the Walters' standard, however, the acanthus leaves are 
butt-joined to the panel with three large nails, a sign that 
they were an afterthought to the standard's construction. 
Finally, traces of red paint on the sides of the panel extend 
beneath the joins of the acanthus leaves. Preexisting paint, 
a slightly later style, and the method of the acanthus leaves' 
attachment indicate they are later additions. 

Metal plates, estimated co be iron,29 were built into the 
base of the antependium under the gesso preparation on 
both sides of the panel, evidently to reinforce the join of 
the painted panel to the now-lost carrying pole. The integral 

Fig. 5. Anonymous, Madonna delia Muericordia (detail), fifteenth 
cenrury. Detached fresco, Pinacoteca Civica, Ascoli Piceno. 

construction of panel and carrying pole appears to be fairly 
common practice for processional standards, as attested by 
the earliest known surviving carrying pole, in the Museo 
dell'Opera del Duomo, Florence. In 1507-8 a new frame 
with accompanying carrying pole was made for the 
Sant'Agata processional standard, whose faces were painted 
in the thirteenth and fourteenth centuries. Radiographic 
analysis shows a U-shaped metal plate nailed into the 
panel to attach the carrying pole to the painting.30 Though 
not executed at the same time as the Sant'Agata panels, 
this carrying pole corroborates the construction practice: 
the date is very close to that of the Walters' standard. 

An alteration observed in the Coronation of the Vi,gin 
by Gentile da Fabriano (ca. 1370-1427) in the]. Paul Getty 
Museum, which is one face of a processional standard,31 

also supports the theory that metal reinforcement plates 
were normally built into the original structure of these 
processional standards. An x-radiograph of the Getty 
Coronation reveals a small rectangular section cut out of 
the center of the base of the panel that was later infilled. 
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Fig. 6. Cola di Pierro da Camerino, Processione tki Bianchi (detail), 
1401. Fresco. Church ofS. Marfa, Vallo d1 Nern 

This missing area of the original panel corresponds to the 
area where a carrying pole would have been attached. Bur 
why was the carrying pole not cur flush to the bottom of the 
panel, eliminating the need to fill the Joss later? A plausible 
explanation for the awkward cut is the presence of metal 
reinforcement plates like those in the Walters' painting, 
which would have been very difficult to cut through. 
Instead the carrying pole was more easily separated from 
the painting by cutting around the metal plates. 

The only depiction known to this aumor of a processional 
standard in use in the Marches during Lorenzo 
d'Alessandro's lifetime is a small, detached fifteenth-century 
&esco depicting the Madonna of Mercy in the Pinacoteca 
Civica di Ascoli Piceno (fig. 5).32 In the lower right comer 
of the painting, a kneeling man holds with both hands a 
tall pole with a standard bearing an image of the Madonna 
of Mercy. He appears to be associated with three other 
male citizens and a small group of kneeling confraternity 
members in traditional sackcloth robes. The Madonna of 
Mercy is rectangular, almost square, in format, surrounded 
by a chin decorative frame with a cross above it. 
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The clearest and most interesting representation of a 
standard in use is found in a fresco painting, dated 1401, 
by Cola di Pietro da Camerino showing the Processione 
dei Bianchi, in the Church of S. Maria, Vallo di Nera in 
Umbria (fig. 6). A section of the painting shows a group of 
men in white-hooded habits, one of whom is carrying a 
standard aloft. Remarkably, no detail of the processional 
object's decoration was neglected: even the carrying pole is 
completely covered in a multicolored pattern of horizontal 
lines and triangles. The practice of painting the carrying 
pole is documented even in the case of1itian's standard on 
canvas for the Compagnia del Corpus Domini of Urbino; 
payment was made expressly for painting the pole in June 
1544." A larger standard depicting the Madonna and 
Child and two figures in the Vallo di Nera fresco indicates 
that the carrying pole was also treated like the frame and 
was gilded. This evidence suggests that the Walters' standard 
nor only had a carrying pole, but one that was also deco.rated. 
Larger and heavier processional standards might have been 
supported by two poles.34 

When not in use, processional standards could be 
displayed in a purpose-built chapel, tabernacle, or cupboard 
that could be closecl.J5 The processional standards chat survive 
in Montefalco and Assisi are mounted on pedestals for a 
more-or-less permanent display:16 

OTHER PROCESSIONAL STANDARDS BY LORENZO 

D 'ALESSANDRO 

In addition to the Walters' painting, three other panels by 
Lorenzo d'Alessandro are docwnemed. as having been used as 
processional standards. The one that most closely resembles 
The Crucifixion; St. Michael is in the Brooklyn Museum: 
Christ on the Cross Adored by Sts. Thomas Aquinas and 
Catherine of Siena; St. Dominic and Worshipping Nuns with 
an Unidentified Saint and St. James Major (figs. 7a and 7b). 
The other two paintings by Lorenzo d'Alessandro, his 
Madonna def Monu and St. Anthony of Padua, are nor in the 
uaditional formats of processional standards and may not 
have been conceived as such, but their use in processions 
was well documented and will also be described..,.. 

In iconography, format, and dimensions, the Walters' 
standard resembles Lorenzo d'AJessandro's Christ on the 
Cross; St. Domenic dated by Paciaroni co abour 1500 . .,. 
While one side of the work depicts the Crucifixion, the 
other parallels the iconography of the Walters' panel with 
a large standing figure of Sr. Dominic and adoring nuns. 
Lacking an engaged frame, the Brooklyn panel has been 
trimmed on all four sides. The dimensions of both painted 
surfaces, nor including the frame on the Walrcrs' pand, arc 
very similar. The width of the Brooklyn panel is slightly 



Fi~. 7a, b. Lorenzo d'Alessandro da Sanseverino, Christ 011 the Cross Ado~d by St.s. Thomas Aquinas and Cathm11e of Sima; Saint Dominic with Saints 
and Worshipping Nulls, ca 1490. Tempera on panel, 43.5 x 32.4 cm. Brooklyn Museum, gift of Mrs. Felix M. Warburg in memory of her husband 

ill (41.894a, 41.894b) 

smaller than the width of the painted scenes of the Walters' 
processional: 32.4 cm versus 34.9 cm. The asymmetry of 
the composition, which would have been centered, suggests 
char approximately 2 cm has been trimmed from the side 
of the Brooklyn panel. The original width of the Brooklyn 
panel would almost be identical to that of the Walters' 
processional. The most notable difference between the two 
standards, besides the lost framing, is the thickness of the 
panels. At 0.8 cm, the Brooklyn standard is less than half 
the thickness of The Cmcifixion; St. MichtUL Archangel, 
making it an unusually thin wooden support for an Italian 
painting of this period. 

The rectangular format and framing of the Walters' 
standard are unusual. According to Vittorio Sgarbi, based 
on what has survived, both the Walters' and the Brooklyn 
paintings belong to a type particular to the Sanseverino area. 
Aside from the two by Lorenzo mentioned above, the only 
known examples from Sanseverino are chose by Bernardino 
di Mariano (1478-1566). One is divided between the 
A001demia Carrara and the Galleria nationale d'Arte Antica 
di Palazzo Barberini, and the ocher is divided between the 
Pinacoteca Vaticana and the Museo Ca d'Oro in Venice.39 

The Madonna with Child and Saints and Worshipers, 
called Madonna del Monte, from Church of S. Maria del 
Monte, Caldarola, is one of the four works signed and 
dated by the artist, in this case 1491. Commissioned by 
Beato Francesco Piani, who founded a confraternity called 
the Compagnia di Maria that practiced public penitence 
and self-flagellation, the image quickly became venerated; 
devotion to it lasts even to this day. A municipal statute of 
1586 prescribes chat the painting be carried in procession 
every Easter Monday. The town's priests proceeded. from 
the Church of S. Gregorio to the Church of the Madonna 
del Monte, where they received. the painting from the 
members of the confraternity. The painting was carried 
back in an illuminated procession to San Gregorio accom
panied by the local authorities and citizens. After mass, the 
painting was brought back to the Church of the Madonna 
del Monte. 4-0 The unpainted wood around the painting 
and lip of gesso indicate that an engaged frame (now lost) 
was once attached. To this day, the painting is still carried 
in procession (in a new frame) on Easter Monday.41 

St. Anthony of Padua in the Church of Sanc'Andrea 
Apostolo, Pollenza, is Lorenzo d'Alessandro's last signed 
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Fig. 8. Reverse of Lorenzo d'Alessandro da Sanseverino, St. Anthony of 
Padua,1496. Church ofSanc'Andrea Apostolo, Pollenw 

and dared work. Of the four signed and dared paintings by 
the artist, rwo are processional Standards. After a plague 
devastated the Marches, Domenico Cioli and Mariano 
Melchiorri, priors of the town of Monte Milone (today 
called Pollenza), commissioned the painting in 1496 after 
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St. Anthony had been chosen protector of the town in 
October of that year. According to local legend, as the 
painting entered Monce Milone, carried in solemn procession, 
the sick were miraculously healed. St. Anthony of Padua 
was carried in procession annually on 31 December until 
1870.42 A painted yellow curtain with the monogram JHS, 
an abbreviation for the name of Jesus Christ, on the reverse 
of the panel (fig. 8) is partial evidence that the panel was 
used in processions. The painting of both sides of the panel 
strongly indicate it was see &om the &om as well as from 
the back. Whether this was painted contemporaneously 
with the from is unknown.43 The base of the panel is cut, 
forming two rounded protrusions chat would have fit inro 
a carrying device. Today a procession is still held in 
Pollenza in honor of the saint on 13 June, his feast day, but 
with a new figure of St. Anchony.44 

T H E PAINTING TECHNIQUE OF LORENZO 

D ' ALESSANDRO DA SANSEVER I NO 

Lorenzo d'Alessandro's choice of materials is rypical of 
fifteenth-century Italian painting practice. In the Walters' 
standard, he layered the paint in different ways co achieve 
specific effects, and employing an array of decorative gilding 
techniques that lend a rich effect, reminiscent of earlier 
works, to the surface. Appendix 1 summarizes some of the 
pigments characterized in the Walters' painting and in 
other paintings by Lorenzo d'Ales.sandro. 

As was mentioned before, Lorenzo chose a poplar panel 
as the support of The Crucifixion; St. Michael. No fabric 
layer is present in tbe standard except for remnants ac the 
bottom of the antependium by the metal reinforcemenr 
plates char probably served to isolate the metal and protect 
the paint layers &om potential rust. A traditional gesso 
ground of calcium sulphate was identified through scanning 
dectron microscopy (SEM) in conjunction with energy• 
dispersive spectomerry (EDS).0 SEM also revealed that the 
ground was applied in two layers, first a coarse gesso grosso, 
then a final layer of~ sott:ik composed of very fine particles. 

ln St. MichM4 incisions were made in the gesso to 
indicate the boundaries where metal leaf was ro be laid: 
around tbe figure's head, collar, arms, chest place, skin, and 
sword. Incision marks were also made around the cops and 
sides of St. Michael's wings, bur the brocade background 
was painted on, not gilded. The presence of these incision 
marks might suggest that the brocade was originalJy 
intended to be gilded; luxurious brocade was often imirated 
by glazing colors over a gold ground or sgraffino, or born. 
Lorenzo made some adjustments co the original design 
when he painted the wings; they do nor correspond cxac:cly 



to the incisions. The use of incisions to indicate forms in 
the composition is present in other works by Lorenzo 
d'Alcssandro such as the folds of the Madonna's robe in 
rhe Yale University An Gallery.<t(, 

The undcrdrawings in Lorenzo d'Alessandro's paintings 
appear co be executed in brush and ink. The lines swell in 
the center and taper coward the ends. This practice can be 
observed in many of his paintings, che lines defining contours 
and parallel marks indicating shadow. In The Crucifixion 
underdrawing is visible under normal light in the arms 
and body of Christ. With infrared reflecrography, other 
areas of undcrdrawing become visible, such as parallel 
hatch marks indicating the shadows in the Vtrgin's pink 
robe. The contours of the folds of St. Michael's pink mantle 
beneath his right arm are underdrawn with parallel hatch 
marks indicating the shadow. A similar style of underd.rawing 
CUl be observed in Niccolo Alunno's Cororurtum of the Vi,gin 
in the Pinacoteca Varicana. ◄7 Here in Christ's red mantle, the 
outlines of folds are underdrawn, and parallel brush strokes 
indicate shadow. In the grand polyptich in Serraperrona, 
Lorenzo used spolvero to lay out the architectural elemencs 
by pouncing pigment through a pricked canoon.◄a 

Lorenzo d' Alessandro's palette, consisting of earth and 
mineral pigments, is typical of the period. The binder is 
estimated ro be traditional egg tempera.49 The artist applied 
his paint thinly, usually in characteristic parallel, mostly 
short, diagonal brush strokes starting from the upper right 
and ending at the lower left. This manner of applying 
paint likely derives from the techniques of Niccolo Alunno 
and Carlo Crivelli. This scyle is particularly noticeable in 
the way that Lorenzo d'Alessandro paints flesh. Under the 
flesh tones, a green verdaccio layer was applied to give 
depth to all the faces and hands in The Crucifixion; 
St. Michael, except in the figure of Christ. The absence 
of a vtrdnccio layer gives Christ the rather pale appearance 
associated with the dying and lifeless. 

Areas of flesh (faces, bands, and legs) are sharply 
defined by a dark, reddish brown line around the outer 
contours. This type of outlining can be seen in Lorenzo 
d'Alessandro's fresco painting as weU-for example in 
MtU«Jnnn and Child with Musical Angels in the chapel at S. 
Maria di Piazza Alta, Sarnamo. Sometimes a very lightly 
colored line is placed just inside the dark line to better 
modd the form. Lorenzo sometimes represents shadows 
ourside of his figures with sets of small, fine, parallel lines 
sracked on top of each other, creating a sort of outline. 
These marks are painted outside of Christ's proper left leg 
in Christ Baptiud by St. John, Galleria Nazionale delle 
Marche, Urbino. This shadowing is also observed around 
halo of St. John in the Pieta with Saints John and Mary 
Magda.lme, Galleria Uffizi, and around the staff of the 

Fig. 9. Cross section taken from the background of St. Michael showing 
a black preparacory layer under azurire. The ropmosc layer is later overpaint. 

bishop saint in the Cleveland Madonna and Child with St. 
Anthony Abbot; St. Sebastian, St. Mark, and St. Severino.'j/J 

The landscape of The Crucifixion incorporates a natural 
malachite pigment overlaid with copper resinate, undoubtedly 
to modulate and intensify the hue. In a cross section a few 
carbon particles constituting the underdrawing are present 
below the malachite. Copper resinate, now discolored co a dark 
brown, was also used by itself in the landscape overlapping 
the distant mountains. Thees of copper resinate wereident:ified 
in areas where there were once green linings in the mantles 
of St. Michael and St. John. 

Azurite is present in the blue backgrounds of the 
Walters' standard, but it was used in two different ways. In 
St. Michael, a black layer was laid under a pure azurite 
layer to create a dark, solid field of color (fig. 9). This practice 
of using a dark preparatory layer for blue areas is described 
by Cennino Cennini in his early fi.fteenth-cenrury treatise 
on painting: 

If you wish to make a mantle for Our Lady with 
azurite, or any other drapery which you want to 
make solid blue, begin by laying in the mantle or 
drapery in fresco with sinoper and black ... then, 
in secco, take some azurite ... if the blue is good 
and deep in color, put into it a little size ... . 
Mix it up well ... apply three or four coats .... 51 

The blue background of the Madonna and Child 
Enthroned with St. Ann, in Matelica is built up in the same 
way as the background of St. Michael.52 Following 
Cennini's advice to the letter, Lorenzo d'Alessandro used a 
dark preparatory layer in the drapery of the Madonna in 
the Madonna de/ Monte.53 
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Fig. 10. Cross section taken from the background in The Crucifixion 
showing azurice and lead white mixed together. The ropmost layer is 
lacer overpain c. 

No black layer is present in the background of The 
Crucifixion because the effect of a solid field of blue was 
not intended. Instead, Lorenw created a sky that modulates 
from darker blue ac the top to a much lighter shade ac the 
horizon by mixing azurite with increasing amounts oflead 
white (fig. 10). While this transition is obscured byoverpaint 
in the Walters' painting, Lorenw d'Alessandro's original 
intentions are evident in the Brooklyn Crucifixion. The 
sky in the Brooklyn panel has a distinctive horizontal 
orientation from the direction of the brushstrokes. 
Similarly painted skies are found in the Madonna and 
Chi/,d, Palazzo Barberini, and in The Nativity, Pinacoteca 
Civica "P. Tacchi Venturi," Sanseverino. 

Lorenzo d'Alessandro employs the decorative effects 
of both gold and silver leaf in his paintings in a variety of 
ways. In The Crucifixion; St. Michael deep red bole was 
laid as a base layer before the application of the metal leaf 
with water. Gold is present on the engaged frame (with the 
exception of the antependium), in the figures' halos, and in 
St. Michael's collar. Fine gold stripes in Christ's perizoma, 
dots in St. Michael's wings and in the yellow textile behind 
St. Michael were mordant gilt. Traces of oxidized silver leaf 
are found in St. Michael's armor and sword. 

In the halos of the Cmcifixion figures, a simple single 
punch delineates the outside borders. Three or four incised 
concentric rings lie inside the punched boarder and each 
halo bears an inscription chat stands out &om a single 
punched gold ground. St. Michael's halo is simpler than 
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chose of the figures in The Crucifixion, consisting of four 
incised concentric rings on the edge of the halo, with 
incised rays radiating from his head. In some paintings of 
Lorenw d'Alessandro the inscription is in ptl.ftiglia, lending 
a gentle three-dimensional effect to the halo like char of 
the Madonna and Chi/,d with Angels, St john the Baptist 
and St Severinus, Pinacoceca Civica "P. Tacchi Venruri," 
Sanseverino, and the Madonna and St. Ann, Pinacoreca 
Vacicana. Lorenzo d'Alessandro also used ptl.ftiglia in fresco 
such as his frescoed chapel in Samano where the bishop 
saint has a raised gilded crozier, mantle border, and scamped 
rays in his halo. While pastiglia was somewhat anachronistic 
in larger Italian art-producing centers by chis time, ir was 
still in use in the provinces. 

Glazing over metal leaf, at times in combination with 
sgraffito, is another means by which Lorenzo d'Alessandro 
modulates chis precious surface. In his Madonna and Child 
Adored by Saints Francis and Sebastian, Galleria Nazionale 
d'Arce Antica, Palazzo Barberini, Rome, shore strokes of a 
red glaze, most likely a lake, were laid over gold leaf co give 
luminosity and a sense of richness co the Virgin's dress. 
Silver leaf covered with translucent glazes became a sump
tuous brocade fabric in the dress of the Madonna and 
sleeve of Sr. Sebastian in the Cleveland Museum of Art's 
Madonna and ChiU Enthroned with Sts. Anthony Abbot. 
Sebastian, Mark, and Severinus. Silver leaf appears co be 
also used for a brocade effect in the Madonna and Child 
with Saints Peter Martyr and Vincent Ferrer, Yale University 
Art Gallery. }1 The lavender paint laid over the metal leaf in 
the Madonna's dress was broken through with small dash 
marks in the highlighted areas, exposing the metal leaf, 
now blackened, chat must have made the dress sparkle. 
Silver leaf may also have been applied in the Serrapcrrona 
polyptich for St. Peter's key and the sword of Sr. Michad. 
In the figure of Sc. Michael in the Walters' standard, a 
glaze, now gone, most likely was applied on top of the sil
ver leaf to model the armor and sword. In addition, small 
comma-like marks, incised by hand rather than punched, 
were made in Sr. Michael's collar, upper left arm, and skirt 
in imitation of chainmail. 

There is no confirmation of varnish used by Lorenzo 
d'Alessandro, nor, if he did use varnish, what type was chosen. 
Cennini recommends varnishing standards co protea chem 
from the rain when they are carried ourdoors.'' ln the 
restoration of the Madonna de! Monte, a protein layer was 
discovered between the original painr and the oily residues 
of a beverone applied co spruce up the painting. This protein 
layer is estimated to be an egg-white varnish, and if nor 
original, is certainly very old.~ 



TREATMENT 

The lase major crcarrnent of The Crucifixion; St. Michael 
was in 1946, when the painting was cleaned, inpainted 
with tempera, and varnished with mascic.P Although the 
pand has a slighr warp and a few cracks from the restraint 
of the engaged frame, the standard is structurally stable. 
The painting's wooden suppon had been protected from 
environmental and insecr damage by ics encasement in gesso, 
paint, and gilding, but the standard was unexhibitable due 
co a discolored varnish and retouching that no longer 
marched the original. Furthermore, it was believed chat 
restoration layers might have been covering original paint. 

The flesh areas, confracemicy figures, and archicecrure in 
the painting are in very good oondition: the paint is not overly 
abraded and these elements have not been overpainted. 
The c:xtent of the amount of overpaint did nor become 
apparcnr until the varnish was being removed. The back
ground of each side had been completely overpainced, and 
this layer had locally blanched, creating an even more 
unsightly surface. St. Michael's mantle, legs, boots, parts of 
the armor, the ground he stands on, and the robes of both 
Sc. John and the Virgin were all overpainced.~ There were 
at lease four kinds of restoration paint on The Crucifixum; 
St. Michae4 distinguished by different solubilities. As these 
kinds of objecrs were used regularly, they were periodically 
"freshened up" like icons and furniture. An example of this 
practice can be found in Gubbio, where a processional 
standard on linen recently attributed co Raphael is currently 
undergoing conservation rrearrnenc. Originally from the 
Confraternity of Corpus Christi, it depiccs Christ carrying 
the Cross, and Scs. Ubaldo and Francesco. Here both sides 
were almost completely overpainted, possibly only fifty 
years after the painting was compleced.s9 

Generally when overpaint is found, an instinct is 
aroused co remove it because it hides the hand of the 
artist-because it is not original. Bue when the overpaint 
is very old, does it acquire any historical value deemed 
wonh preserving at the expense of the anist? In the case of 
The Cn«ifixion; St. Michael it was decided, in consultation 
with the curator,ro to remove as much of the overpaint as 
possible as it was clumsy, discolored, and not in keeping 
with Lorenw d'Alessandro's precise style. 

Bue most of the overpaint, including the blue back
grounds and St. Michael's mantle and legs, was insoluble 
in a wide array of cleaning materials. Cross-section analysis 
revealed two layers of overpaint on the blue backgrounds 
and a single layer of overpaint on the mantle. The presence 
oflcad was confirmed in the most recent top layer of over
paint, and Fourier-transform infrared spectrometry (FTIR) 

suggests poppyseed oil or similar natural ester oil as a possible 
binder, which explains the insolubility of the overpainc.61 

The earlier overpaint was discovered to be smalt of a rather 
fine particle size and grayish in cone. Smale was also applied 
in the recessed area of the acanthus leaves as part of the 
original decoration, bur here the particles are very large, 
creating an ultramarine hue. The difference in particle size 
indicates that the two smalcs were not from the same batch 
and had been painted in two different instances. 

The cross sections of paint also show damaged original 
surfaces, more so in the background of St. Michae4 where 
the azurite particles are practically mixed in with the smalt 
overpaint. As much as we would have liked to uncover the 
original layers, there were several reasons for not removing 
some of the overpainc. One reason was that it was not possible 
to safely separate the overpaint from the original paint layers, 
as was true for the background of St. Michael Another reason 
was the original paint was very damaged or completely 
missing, so in these instances there was little to gain from 
removing overpaint chat was not visually intrusive. T tme 
was also a limiting factor in carrying out the treatment. 

The treatment began by consolidating loose paint and 
gilding in the painting and in the antependium with sturgeon 
glue. Cleaning commenced with a mild enzymatic detergent 
chat not only lifted surface dirt, but also solubilized the 
green-colored restorations on The Crucifixion; St. Michael. 
Then a weak solution of ammonium citrate was used on 
the antependium, which was free of restoration varnish, to 
remove significant amount of surface grime, revealing a 
brighter and clearer faux-carved design. The area was then 
cleared with a mild enzymatic detergent. Wax residues 
from a previous consolidation campaign were reduced or 
removed with Shellsol 71 or a Shellsol 71/xylene gel. 

The discolored mastic varnish was reduced with a 1: 1 
acetone/isopropanol mixture. More discolored retouchings 
were solubilized along with the varnish. Some small localized. 
older retouchings required an ethanol gel or acetone gel with 
a little benzyl alcohol to remove them. 

The lead white overpaint on St. Michael's mantle could 
be safely removed by thinning it first with a strong alkaline 
solution alternating with mineral spirits. The rest was 
mechanically and painstakingly removed with a scalpel 
under the microscope, uncovering a beautifully modeled 
pink drapery (fig. 11) . Gray overpaint on St. Michael's legs 
was not as tough probably due to lower lead content in the 
paint, and was mechanically removed without chemical 
thinning. Some overpaint on the foreground around the 
devil was also mechanically removed, revealing delicate 
shadowing. The overpaint on the blue backgrounds; on 
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Fig. 11. Mechanical removal of white overpaim from pink mande during 
treatment of St. Michael 

St. Michael's wings, armor and boots; and on the garments 
of the V lfgin and St. John were left on and integrated during 
the inpainting phase of the treatment. 

The most compromised areas of the standard are the 
armor and the mantle lining of St. Michael. His arms and 
breastplate, which were covered in silver leaf, are over
painted. The chain.mail of the saint's armor has traces of 
blackened, oxidized silver with much of the underlying red 
bole layer exposed. Silver does not necessarily degrade so 
severely in all of Lorenzo d'Alessando's paintings; in the 
Cleveland Madonna and Child, the silver leaf, protected by 
glazes, is well preserved. The overpaint on St. Michael's 
armor was left in place, and the bole was toned down with 
restoration colOis to which a little mica pigment was 
added to knit together what remained of the armor. 

The areas of green paint have greatly suffered in the 
WaJters' standard, having discolored, been overpainted or 
disappeared altogether. Small islands of green paint found 
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in and around the lining of St. Michael's mantle indicate 
what was once there. Traces of green paint (copper resinate 
over a narural malachite base) were also found beneath the 
overpaint of St. John's mantle. One can assume that the 
same technique was applied to St. Michael's mantle. A 
harsh deaning in the past might have damaged the copper 
resinate layer, which is more soluble than other paint 
because it is composed mainly of organic binder. 
Overpaint on the few remaining green areas could not be 
removed without affecting the original, softer copper 
resinate layer. lo Lorenzo d'Alessandro's other depictions 
of St. Michael-the upper tier of the Serrapetrona polyp
tich, and the panel in Matelica-the lining of the sainr's 
mantle is green. These were used as models in the recon
struction of the mantle in the WaJters' painting. 

Only a small area of background overpainc at the cop 
edge was removed mechanically &om the Sr. Michael side. 
Small islands of yellow paint were visible through losses in 
the overpaint to the left and right of the top edge of the 
doth of honor. These yellow islands transformed into a 
pole, perfectly preserved under two layers of overpaint, 
from which the cloth hangs, now anchoring the doth in 
the background, defining and rationalizing the space in 
which St. Michael stands. Even the pole is anchored in 
place by white cies.62 

After cleaning, an MS2A isolating varnish was applied 
to The Cmcifixion; St. Michael. Old fills were reused when 
possible, and new fills were composed of a rradicional 
gesso made with animal glue. Inpainting of the losses was 
carried out by toning the gesso with inks and then applying 
Charbonnel rescorarion colors co unify the image. 

Unlike the Walters' standard, the Brooklyn Museum's 
Crucifixion; St. Dominic panel is free of heavy, obscuring 
restoration, allowing us a unique opportunity to recon
struct the backgrounds of The Crucifixion; St. Michael 
that are covered by overpaint. In the Brooklyn Cnuifixion, 
the sky, rather abraded, but intact overall, transitions from 
a dark blue at the top of the painting to aJmost white at 
the horizon. The background of St. Dominic, whjch is 
estimated co be azurice now darkened, is a solid, uniform 
color, a different type of background from The Crucifixion. 
The background of St. Michael was retouched a dark blue 
matchfog some exposed original amrite on the very edges 
of the painting. 

The missing part of the cornice was replaced, even 
though it is a lacer restoration, co give a sense of completion 
co the object. A mold was taken of an inract edge of the 
cornice with a silicone rubber putty. Then a cast was made 
in place with a two-part epoxy putty, and inpainced wich 
Liquitex acrylic paint to imitate the surrounding gilding. 



Fig. 12. Lorenzo d'Alcssandro's The Crucifixion; St. MichMI An:hangel in the renovaced lcalian galleries, 2007 

Besides the removal of their engaged frames, the most 
extreme alteration to which double-sided processional 
standards have been subjected to must be the division of the 
pand into two halves to allow the two painted sides to be 
displayed next co one another on a gallery wall. Fortunacdy 
the Walters' Cmcifixion; St. Michael was spared chis severe 
treatment. This praccice has also gave rise to the dispersion 
of once integral double-sided processional standards 
among different collections, as in the case of the J. Paul 
Getty Museum's Coronation of the Vi,;gin by Gentile da 
Fabriano (ca. 1370-1427), whose ocher half, depicting St. 
Francis receiving the stigmata, is in the collection of a pri
vate foundation in Italy (see Appendix 2).63 

Because the Walters' pand was not divided into two 
separate paintings and because ic still retains its engaged frame, 
it is undoubtedly the best-preserved example of a processional 
Standard on panel in the United Scates. The reaangular format 
is typical of the region in which Lorenzo d'Alessandro worked, 
but the survival of the engaged frame and antependium, is 
unique among existing processional standards on panel. 
Lorenzo not only created standards of typical format, but 

also examples, such as his Madonna del Monte and St. Anthony 
of Padua, that are not normally thought of as standards 
because of their large size and usual one-sided display. 

Lorenzo d'Alessandro's painting technique is traditional 
and follows practice recorded by Cennino Cennino. By 
combining a variety of the prescribed methods he was able 
to achieve different effects in his painting, though these 
may not be so distinct or obvious now due to the unkind 
passage of time. Careful study of his technique and the 
structure of the painting utilizing different analytical 
techniques has shed light on Lorenzo's desired effects, and 
comparison with similar works in his oeuvre and chose of 
his masters and contemporaries has deepened our under
standing of the physical composition and iconography of 
the Crucifixion; St. Michael. It was with this knowledge 
that a sensitive conservation treatment was devised so 
that the Walters' processional standard (fig. 12) could once 
again be appreciated by a wider audience. 

Sue Ann Chui is assistant conservator of paintings at the]. Paul 
Getty Museum. 
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APPENDIX 1: SURVEY OF LORENZO D'ALESSANDRO DA SANSEVERINO'S PA I NTINGS MATER I ALS 

PAINTING LOCATION GROUND 

Cmcifixion; Walrers Calcium 
St.Micha-et Arr Museum, sulphareJ 

Baltimore, 
Maryland 

Madonna Clevelaod -
and Chila Museum 
with Saints of Arr, Ohio 

Madonna Yale Universit:y -
and Chila An. Gallery, 
with Saints New Haven, 

Connecticut 

Sant'Anna, Museo Gesso4 

la Vt'lgine Piersanci, 
col Bambino Macelica 
e Santi 

Batttsimo Galleria -
di Cristo Nazionale 

delle Marche, 
Urbino 

I 

Notes: 
1. Polarized light microscopy (PLM), Walrcrs An. Museum 
2. X-ray fluorescence speccromecry (XRF), Jia-sun Tsang, SCMRE 
3. Light microscopy, microchcmical testS, scanning cleccron microscopy 
(SEM) and energy dispersive specromecry (EDS) and/or XRF 

PREPARAT I ON METAL LEAF PIGMENTS 

Oiarcoal Gold Vermillion' 
black' Silver A:z.urice' 

Ulu:amarine•• 
Lead white' 

- Silver' -

- - Iron oxide red 
( esci ma red)• 
Green earth 
(csci.mared)1 

Azuritcl 
Carbon black 
Lead whire-

- - A:z.urite• 
Smale' 
1..cid whi re◄ 
Carbon blaclc4 
Natural earths' 

- - Ulcramarine • 
Lead whire 

4. lsciruto Centrale dd Resrnum, 1968-72 
5. Carlo Giancomassi, Rome 
* Only one particle of nacural ulcramarine was identified 

among pigmem dispersion samples. 

I 

APPEND I X 2: CENSUS OF SEPARATED ITALlAN PROCESSIONAL STANDARDS ON PANEL 

1. Gentile da Fabriano (ca. 1370-1427) 
Coronation ofthe Virgin, ca. 1420. Tempera and gold leaf on panel, 
J. Paul Getty Museum, Los Angeles (acc. no. 77.PB.92) 
St. Fm,icis Receiving the Stigmata, 
La Fondazione Magnani Rocca di Traversetolo, Parma 

2. Niccolo Alnnno (ca. 1430-1502) 
Saint Anne and the Virgin and Chila Enthroned with Angels, 
The Metropolitan Museum of An., New York (1975.1.107) 
Sr. Michael Adored by Members of a Co11fazt.emity, 
-Princeton University An. Museum (acc. no. 65.266) 

3. Luca Signorelli (ca. 1450-1523) 
Flagellazione; LaMadomut de/ lattr 
Pinacoteci. di Brera, Milan (nos. 436, 437) 

4. Giovanni.Antonio da Pesaro (active 1462-1511) 
Madon1111 t1nd Chila with Angels and Confo,ter11ity Membm; 
Crucifixion with St. Lucy Galleria Nazionale delle Marche, 
Urbino (inv. 1990 D31, D32) 
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5. Luca di Paolo {active 1474) 
A.mmzione della Ve,gine; S. ybamano = i SS. Amonio Abair t Dumnua, 
Pinacoccca di Brera, Milan (Legato Pierro Oggioni, 
1855, reg. cron. 750, 742) 

6. Luca di Paolo 
Pieta 1uith Gmjintemir:y M=bm: Snim Sebastian with Gmfmrm,iry Mn11bm 
Galleria Nazionalc dell'Umbria, Perugia (inv. nos. 1047, 1048)' 

7. Bernanlino di Mariotto (1478- 1566) 
Depositio11, ca. 1510, Academia Camu-2, Bergamo (inv. 948) 
S. Lorenr,o and SnnlAndmz, Galleria Nacionale d'An.e Amica di Jl.aJm.o 
Barbcrini (inv. 1654) 

8. Bernanlino di Mari.Otto 
Mtzdqm111 and Chila 111ith Saints Domm1c and Snienno, PinacolCCI 

Vaticana, Vatican City (inv. 40328) 
&s11rrection, ca. 15 I 5--20, Galleria Giorgio Francheui alb CJ' d'Oro, 
Venic.e (inv. I 13) 

Note: 
1. The standard had been sawn in half to obtain two pamtin~ the: two 
halves were rcuniced in 1964. F. Santi, Gz1loia nazio11.iluirUVmbri4· 
Dipinn, sadmrt e oggetri dr1 s«ob XV-XVI (Rome, 1989), 30. 
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fdlowship under which this rcsemh was carried out. In the multidisciplinary 
fidd of consct\':ltion, research is always the fruit of collaboration, so I 
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chc:wherc, but especially Eric Gordon, head of paintings conservation 
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Cook, K.'lml French, and Jennifu GiaCCli of the Walters Arc Museum; 
Michele De f-clicc of Maceram, who shared his research on Lorenzo 
d'A1css:1J1dro and assisted me in the Marches; Agnese Benedetti, mayor 
of¼llo di Nern; Giordana Benatti, Soprinrendenza per i Bcni e le acrivica 
culruali di Umbria; Carolyn Tomkiewia of the Brooklyn Museum; 
Marci.J Scccle and Bruce Chrisonan of the Cleveland Museum of A.rt; 
Mark Leona.rd of the J. Paul Gerry Museum; staff of the Smithsonian 
C.enrer for Materials Research and Education; Richard Wolbers of 
Wimenhur/Unh•ersicy of Delaware Program in Arc Conservation; and 
Mark Aronson and Pauicia Garland of the Yale University Arc Gallery. 

1. The fullest recent ucnmenc ofLon:nzo's oeuvre is R Paciaroni, u;rmzo 
J'Ainsa,ulro tktto ii Sevmnatt: Mmwrie et docmnenti (Milan, 200 I). For 
me Walccrs' paiming, sec F. Zeri, Italian Paintings in the Walten Art 
Gtflny, 2 vols. (Baltimore, 1976), 1:193-94 (no. 127), and bibliography 
t.hctcin. The ocher paintings by Lorenzo d'Alessandro in the United Scares 
~ Christ on 1hr Cross Adored by Saints Thomas Aquinas and Catherine 
ef S,ma/Sr. Dommic and Wurshipping Nuns with an Unidentified Saim 
a1ul St. Jamrs Major, Brooklyn Museum, acc. no. 4 l.894 (Paciaroni, 
Lomu.a d'Akssandro, 111-13; Virgin and Chi/.d with St. Anthony Abbot, 
St. &ha.man, St. Mark and Sr. Srverino," Oevdand Museum of Arc, acc. 
no. 16.800 (ibid., 113- 15); and Madonna and Chi/.d with Saints, Yale 
University A.rt Gallery, acc. no. 1937.341 (ibid., 115- 16). 

2. V. M. Schmidt, ~Gli srenclardi proc.cssionali su cavola nclle Marche del 
Quartrocemo." in I Da Wtnmo I' II' arti. Arri del con1111gno intemazionale 
Cnmmno 4-6 o®b" 2001 (Maroni, 2003), 551-78; M. Bury, 
•0ocumentuy Evidence for the Materials and Handling of Banners, 
Principally in Umbria, in the Piftc:ench and Early Sixteenth Centuries," 
in Tl1t Fabric of Images: Europtan Paintings on Tl!Xtile Suppons in rht 
Fo11rtm11h and Hfotnth Centuries (London, 2000), 19-30. Though 
mainly about standards on canvas, C. Villcrs, "Four Scenes of P~ion 
ll;iimcd in Florence Around 1400," in The Fabric of Images, 1- 10, has a 
relevant d~ion of the classificacion, use, and storage of sl:Uldards. 

3. Schmidt, "Gli srendardi processionaJi," 554. 

4. Sec bibliography in Zeri, Italian Paintings, 1:193. 

5. Zeri (Italian Paintings, I: 193) also discerns the influence of Niccolo 
Alunno (ca. 1420-1502), who worked in Sanseverino &om I 466 co 1468, 
and lacer Carlo Crivelli (ca. 1430-1495), who worked in the province 
of Ascoli Piceno. 

6. Paciaroni, UJrtTWJ d'Alessandro, 50. 

7. Sec Zeri, lrn/i1111 Paintings, l: 193; Paciaroni, Lorenzo d'Akss1111dro, 110. 

8. Th.is wa.s noted by Joaneath Spicer, James A. Mumaghan Curacor of 
Renaissance and Baroque A.rt, the W.,lters Arc Museum. 

9. The painring was acquired by Henry Walters around 1915 from the 
Renaissance scholar Bernard Berenson. It was bequeathed co the City of 
Baltimore on Walters' death in 1931. 

10. Paciaroni, u;,tnr,0 d'Alessandro, 96, 110-11. The painting is now in 
che Musco Picrsanti in the same city. This confraternity already owned 
a double-sided processional standard on pand amibuced to the Maestro 
di San Vcrccondo depicting Sr. Francis and two flagellants kneeling at 
his fcec. The Church ofSant'Angelo, where the con&aremity was based, 
was destroyed in 1955 to make room for checonstrUction of a new con
vent of the Fraci Minori . 

11 . B. WJSch and D. C. Ahl, eds., Confraternities and tht V1S1111LArts in 
Rmaissana Italy: Rihllfl, Sptctacle, Image (New York, 2000), 1-2; see also 
Christopher Black, Italian Conftarmriti11S i11 the Sixteenth unhlly 
(Cambridge, I 989). 

12. Schmidt, "Gli srendardi processionali," 555-56. For the fesrivals 
associated with proa:soons, see G. Durand, Rationale di.vinorium o/ficionon, 
I- IV (Tumhour, 1995), 280; Uber sacerdotalis (Venice, 1523), fol. 245. 

13. Pinacoteca di Brera: Scuole tkfl1talia centrale e mnidi.onal.t (Milan, 
1992), 85, 87. 

14. Schmidt, "Gli stendardi processionali," 552. 

15. The panel does have a slight warp, but remarkably there are no 
obvious signs of insect damage. 

16. Schmidt, "Gli stendardi processionali," 560. 

17. lbid., 561-63; Bury, "Documencacy Evidence," 22. 

18. Zeri, Italian Painrings, 161--62 (no. 103). See also B. Berenson, 
Italian Picmm of the Renaissance: Central Italian and North Itt:tlit111 
Schools (London, 1968), 222. 

19. Sculpcural elemencs ~n also be incorporated inco processional 
standards. An unusual case of a proc=ional standard done in polychrome 
relief, Thi! Coronation of tht Virgin; Christ the Redeemer (1453) by Battisra 
di Baldassarre Mattioli {acrive 1443-74) in the Musco Capirolare della 
Catcedrale di S. Lorenzo, Perugia, consist5 of a coronation scene executed 
in tempera on panel on one side and on the ocher a painted bas-relief 
of Christ A unique example of the use of stone in a fourteenth- or early 
fili:eenth-cenrury proc=ional cross is in the Musco Diocesano di Ancona. 

20. G~ examination by rbeauchor of me wood panel, rogecher with polamed 
light microscopy (PL'vl) of small samples, suggest5 Populu.s spp as a genus. 

21. ln a technical sn1dy of fifteench-cenrury paintings from the Marches 
in the Pinacoteca di Brera, the species Populus nigra was idenrilied in all of 
the paintings executed on panel with the exception of one painting by 
Pierro Alemanno (ca. 1430--1497 or 1498), in which Tiluz platiphyllos, 
commonly known as limewood, was identified. A. Gallone Galassi, 
F. G. Albergoni, B. Basso, L.M. Recalcati, "Panneaux d'arcistes des 
Marches du XVme siecle de la Pinacorheque de Brera: Erude des 
matfriaux er des techniques," !COM Copenhagen (1984): 84. 1.15. 

22. Don Marione kindly allowed me to examine The Cmcifixion with 
Mary Magdalen/Mado,ma of Merry in the Chiesa di Croce, Caldarola, a 
cown abouc 12 kilometers south of Sanseverino. 

23. Author's conversacion with George Bisacca, conservator of pain rings, 
the Metropolitan Museum of Arr, New York. Ciro Castelli, a specialist 
in the scrucrural conservarion of panel painrings at che Opificio delle 
Pierre Dure, Florence, also believes the block co be original. Authors 
conversation, 5 April 2004. 

24. Bury, "Documentary Evidence," 20-21. 

25. Author's conversation with Marreo Ceriana, Soprimendeoza peril 
Pacrimonio storico arcisrico e demoemoancropologico di Milano, 5 
April 2004. 
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26. wi, Italian Paintings, 1: 193. 

27. Author's convei:sacion with Franco Sabarelli, frame scholar, 19 March 
2004. Sabatelli daces the acanthus leaves to between 1550 and 1580; he also 
observed char the profile of the cornice would not have an overhang. 

28. Authors conversation with Marco Grassi, private paintings conservator, 
19 March 2004. 

29. The metal was noc magnetic. 

30. "Sanc'Agata," OPD 8 (1996): 221. The sixteenth-century reframing 
and carrying pole is the work of Antonio I..egnaiolo. 

31. Keith Christiansen first hypothesized chat the Geay painting was 
part of a processional standard. The ocher face, St. Francis R.eceiving the 
Stigmata, belongs co the Fondai.ione Magnani Rocca di Traversecolo, 
Parma. See Appendix 1 herein. Keith Christiansen, "The Coronation of 
the Virgin by Gencile da Fabriano" J Paul Getty Museum Journal 6-7, 
(1978-79): 1-5. Andrea De Marchi, Gentile da Pabriano: Un viaggio 
nella pittura italiana a/la fine delgotico (Milan, 1992), 112 and n 4. 

32. "The fresco comes from the old oratory of the Church of S. Maria 
della Carira. derra 'la Scopa' della Confratemira dei Barturi o Flagdlanri, 
who looked after and comforted prisoners sentenced to death in the 
hours before their execution." Author's translation of musewn label. 

33. Bury, "Docwnentary Evidence," 25. 

34. Ibid., 23-24. 

35. Ibid., 26. 

36. Schmidt, "Gli stendardi processionali," 560. 

37. For the daring, see Carl Strehlke, unpublished manuscript dared 16 
May 1992 in the curatorial files of the Brooklyn Museum, 2. 

38. See Paciaroni, lorenzJJ d'Akssandro, 113. 

39. I pittari de/ lanasdmentlJ a San Severino: Lorew.b d'AkssandirJ e Ludovico 
Urbani, Niccolo A11umo, Vittore Crivelli e ii Pinturicchio. Catalogo a rnra 
di Vittorio Sgarbi, Stefano Papetti (Milan, 200 I), 202. Andrea de Marchi 
has listed numerous standards perrinem to the central Marches region. 

40. Paciaroni, lo~nzo d'Alessandro, 64. 

41. Defelice, Probkmi di tecnica, 73. 

42. Paciaroni, Lormzo d'Alessandro, 73-74. 

43. De Felice, Probkmi di tecnica, 181. 

44. Conversarion with Signor Nardi, l'A=re alla Culrura del Comune 
di Pollenza, 4 November 2003. 

45. Scanning electron microscopy utilizes a beam of eleccrons to create an 
image chat, unlike light microscopy, allows great magnification of the 
sample. Electron dispersive speccromerry measures x-rays emitted by the 
sample as it is bombarded by elearons co characceru.e the elemenrs present 
in the sample. All SEM-EDS analysis in chis srudy was carried our by Roland 
H. Cunningham, senior paintings conservaror/analycical support group, 
Smithsonian Center for Materials Research and Education (SCMRE). 

46. This was observed by the auch.or. 

47. This was observed by the author. 

48. This was observed by Romeo Bigi.ni, who recently restored the polyprich. 
Author's conversation with Michele de Felice, 5 November 2003. 

49. FTIR analysis was carried out by Walter Hopwood, organic chemisr, 
SQvtRE. The resulcs of the binder analysis in the original paint layers 
were inconclusive. 
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Cennini, fl libro dell'arte: Commmraro e annoraro da Frmuo Bnu~/Jq 
(Vicenza, 1982), 173-75. 

56. As described by Osvaldo Pieramici, who restored the painting in 
1978, to Michele de Felice. De Felice, Probkmi di tm1ica, 177. 

57. Treacmenc record, 37.496, conservation division of die Walters 
An Museum. 

58. Roberto Bellucci suggested chat the Walters' standard mighr have 
been repainced for devotional purposes as early as the seventeenth c.emwy. 
Author's conversation with Roberto Bellucci, paincin~ conserva1or, 
Opi6cio dclle Pierre Dure, 5 April 2004. 

59. Authors conversation with Ttziana Monacelli, private paintings 
conservator, I 3 May 2005. 11,c overpainc is being mechanically removed 
with scalpels. 

60. Moreen Sreen Hansen, ac the rime, the Walters' assist:lllt cur:uor of 
Renaissance and Baroque An, 

61. Lead was identified through SEM, rnicrochcmical resting, and x♦ray 
fluorescence spectomerry (XRF). XRF was carried out by Jia-sun Tsang. 
senior paintings conservator, SCMRE. 
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MICHELE CO LTELLINl 'S VIRGIN AND CHILD W I TH SAINTS 

The Reemergence of a Rare Ferrarese Altarpiece 

GILLIAN COO K 

~ e Walrers Art Museum has in ics collection a large 
1 and rare early sixteenth-century alrarpiece by the 

Ferrarese artist Michele Colrellini (ca. 1480-after 1543). 
The painting (acc. no. 37.880, 6g. 1) entered the collection 
in 1912, purchased by Henry Walters, but until ics installation 
in 2005 in the museum's renovated Italian galleries, there 
is no record of it being formally displayed as part of the 
permanent collection. Questions about the authenticity of a 
substantial addition to the top of the painting have circulated 
since ics acquisirion. 1 In July 2003 it was taken from storage 
to the Walters' conservation laboratory for examination 
and treatment prior to its installation. At chis time, an 
investigation into the authenticity of the addition was 
undertaken. Scientific analysis and research have shed light 
on why and when this addition was attached, and more 
important, on the addition's authenticity. 

The painting was executed for the Church of 
Sanr'Andrca in Ferrara and is signed and dated in the 
bonom right corner Michaelis Coritlinis, MCCCCCIIllll. 
It is one of only four signed and dated works by the 
artist and the only documented painting by Coltellini 
in North America. The other three signed works are 
a Death of the Virgin (1502) at the Pinacoteca in 
Bologna, the Risen Christ with Four Saints (1503), and 
a Circumcision (1516), both in the Staatliche Museen, 
Berlin.J There are somewhere in the region of thirty 
other works attributed to the artist chat consist of 
unsigned paintings and fresco fragments. 

Very little has been written about Coltellini, but he is 
known co have been active in Ferrara from around 1480 to 
1543. During that time, both local and internationally 
renowned painters, including Giovanni Bellini, Raphael, 
Titian, Dosso Dossi, and Garofolo, were recruited by the 
court of Alfonso I d'&te, duke of Ferrara, to expand the ducal 
collection of fine arcs.J Coltellini was probably trained 
within the circle of Ercole de' Roberti (ca. 1455-1496) 
and Dosso Dossi (ca. 1486-1542).4 

Thr ]01Jn,a/ of the Wttltm A.rt Museum 63 (issue year 2005; published 2009) 

The Walters' Vi,gin and Chila with Saints, dated 
1506, reflects a marked change in the artist's style when 
compared with Coltellini's less naturalistic Risen Christ 
with Four Saints of 1503 (fig. 2). Federico Zeri, seeing the 

Fig. l. Michde Coltdlini, Madonna and Child with Saints, 1506. Oil on 
panel, 247.3 x 166.4 cm. Baltimore, Walters Arr Museum, bequest of 
Heruy Walters, 1931 (37.880). Before treatment 
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Fig. 2. Michde Colcellini, Risen Christ with Four Saints, 1503. Oil on panel, 
164 x 120 cm. Berlin, Sraatliche Museen, Gemaldegalerie (inv. 1115A) 

influence of Perugino (ca. 1450-1523) in the Walrers' panel, 
surmised that Coltellini probably visited Bologna between 
1503 and 1506.s Indeed, Perugino's Madonna and Child 
in Glory with Archangel Michael, St. Catherine, St. 
Apollonia, and St. john the Baptist (fig. 3), dared l 497, in 
the Pinacoreca Nazionale, Bologna, resembles the Walters 
painting in many ways and would have been OD display in 
the VJZZani Chapel of the Church of San Giovanni in Monte, 
Bologna during the early sixteenth cenrury.6 The similarities 
between Perugino's Madonna and Child in G/,ory and the 
Walters' work are quite striking: most obvious is the figure 
of theArchangd Michael, as well as the postures of the saints. 
The artists' palleces are also similar; the combination of 
colors used in Perugino's St. John is almost identical to that 
of Colcdlini's St. Jerome, as are those of the two St. 
Catherines and the two Vi,gins. 

Very little of Coltellini's later work is known or survives. 
His Vi,gin Enthroned with Saints and Two Donors, datable 
within the 1520s and now in the Pinacoteca Nazionale di 
Ferrara, shows a move away from Perugino's style toward 
that of artiscs such as Domenico Paoerti (ca. 1460-before 
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Fig. 3. Pietro Peru.gino, Madonna and Chi/,d in Glory with Arrha11grl 
Michael, St. Catherine, St. ApoUonia and St.john tht Baptist, 1497. 
Oil on panel. 273 x 211 cm. Bologna, Pinacoteca Naz.ionalc (inv. 579) 

1513).7 All three artists were comrnfasioned co paint altar
pieces for the Church ofSant'Andrea in Ferrara during the 
first half of the sixteenth cenrury.8 

Although now in ruins, during the sixteenth ccneuty the 
Church of Sant'Andrea was one of the city's mosr noteworthy 
scruccures.9 In 1501 the church, adminisrered by che 
Augustinian brothers of the Congrcgazione di Lombardia, 
was expanded co three naves, divided by pilasters, with nine 
chapels on either side.10 The painting is recorded as being 
oD the altar of the third chapel on the right, commissioned 
by the Libanori family after the 1501 cxpansion.'1 In 1796 
the church was removed from cbe Augustines' control and 
began to fall into decline, foUowing che suppression of 
religious orders in Italy and throughour Europe after the 
Napoleonic revolution. In 1866 che church was closed and 
the building convened inco military barracks; ir was then 
converted into a warehouse char over time fell inco ruin.' 
In 1866 che paintings, including Colccllini's altarpiece, were 
transferred to the loca.l pinacorcca; the Walters' painring is 
documented in the gallery's catalogues &om 1866 to 1875. 
From there ic moved co the Santini CoUcction in Ferrara, 



Fig. 4. Treatment of the Colrcllini panel in the I 930s; left: Walters regiscrar Winifred Kennedy; right: conservacor John Carroll Kirby. 

where it was sold in 1902 to the antique dealer Tavazzi of 
Rome, who in turn sold it co Henry Walters in 1912}3 

When the painting was in situ in the church, there was a 
lunette above it painted with four seraphim heads. This 
was documented in the pinacoteca from 1869 to 1875, 
but there is no subsequent record of ic.a◄ 

Prior to May of 2003 the Colcellini altarpiece was in 
paintings storage at the Walters, wrapped in protective 
plastic. Ic was shown in a 1996 Walters' exhibition titled 
To An-est the Ravages ofTtme as an example of a painting in 
poor condition and in need of extensive conservation. 
Records indicate that in 1957 the panel was brought into 
the museum's conservation laboratory for examination 
and treatment. It appears that cleaning tests were carried 
our in the sk-y to the left of the top of the throne, but there 
is no record of the tests in the conservation files. At this 
time questions were raised as to the authenticity of the top 
section of the painting, a 34-cm extension of the entire 
width of the painting, made up of the same width of five 
planks. However no further research was carried out at that 
rime. The painting received structural treatment in the same 

year and was returned without a cleaning to storage until the 
1996 exhibition. There is no documentation of any treaonent 
carried out before 1957, but an undated photograph found 
in the archives of the museum's conservation department 
shows the surface of the panel being consolidated to adhere 
flaking paint (fig. 4); clothing styles date the photograph 
to the 1930s. 

Before its treatment in 2003-2005, the painting 
measured 246 cm x 165 cm on a support of five vertical 
wooden planks (probably poplar) joined with wooden 
dowels and animal glue; 34.3 cm were determined to be a 
later addition, extending the overall height of the panel. 
The addition was composed of five planks of the same 
dimensions as those of the main panel. It was painted and 
blended in with the main section of the painting. The join 
was not visible from tl1e front. Ir was connected to the 
original with a lap join and secured on the reverse by a 
wooden batten. The addition was a result of a very skilled 
restoration. During the initial examination of the painting 
in 2003, it became apparent that the addition was probably 
made after 1866, when the painting was removed from the 
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Fig. 5. Photograph showing the join in the planks of the addition lining up exactly wirh those of the original 

Church of Sanr'Andrea. This is corroborated by the altar
piece's nineteenth-century Renaissance-style frame. The 
frame, together with the addition, would have given the 
painting the appearance of a complete and marketable 
work of arc as opposed co a section of an altarpiece. A more 
thorough examination, however, was required co confirm 
and clearly demonstrate that the painting had been altered 
in size and composition. The painting's provenance-in 
particular, its entry onto the art market--suggests that the 
treatment occurred after it left the church in 1866 and 
before it entered Henry Walters' collection in 1912. The 
support of a nearly contemporary painting, Garofalo's Vi,;gin 
and Child with Saints William of Aqutaine, Clare(?), Anthony 
of Padua, and Francis, dared 1517, now in the collection of 
the National Gallery of London, is structurally very similar 
to that of the Walters' painting and has undergone an 
almost identical radical restoration. The Garofalo also has 
a nineteenth-century addition that was added co the cop of 
the pand. Ir is connected to the original with a lap join in 
exactly the same way as on the Walters' panel. Both paintings 
(without the additions) are the same height and are formed 
of the same nwnber of identically sized planks. This suggests 
a format for the original paintings that were later altered to 
make the paintings more sellable. The restoration of the 
Garofalo was undertaken around 1861 by a Milanese 
painter and restorer, Giuseppe Molteni (1800-1867),'5 

only five years before the Coltellini panel was removed 
from the church. This suggests chat the creaaneot of the 
Walters' painting might have been undertaken at around 
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the same time and possibly by the same restorer. 
Close examination of the Walters' pand suggests that 

much attention was given to presenting the work as a 
complete composition. The addition is composed of five 
wooden planks identical in width and thickness to the 
original planks (see fig. 5). The join was hidden by a batten 
attached to the reverse of the panel. The appearance of the 
wood used for the addition-its dark, rich color and gen
eral wear and tear--suggescs chat it is much older than the 
estimated nineteenth-century dare of the addition. Ir is 
likely chat an older piece of wood was intentionally used in 
order to replicate the aged appearance of the original. The 
wood used for the addition, however, has a grain very 
different from that of the original, resembling walnut, 
whereas the grain of the main panel is typical of poplar.16 

An x-radiograph of the panel documents worm channels 
in both the original panel and the added panel; in the 
addition they are very white in appearance, which shows 
they are greater in density than the surrounding areas. This 
suggests that they have been filled. As they are not visible 
from the reverse they must have been filled before the 
addition was painted. The worm channels on the original 
panel appear dark in the x-radiograph. This shows that they 
are less dense than surrounding areas and suggests chat they 
are hollow, which typically indicates that the insect damage 
occurred after painting and preparacion. The presence of exit 
holes by the insects on the front of the original, through 
the paint and gesso layer, arc clear indicarors char rhe worm 
damage occurred after the painting was completed (there 



Fig. 6. X-radiograph of the top left comer of the addition. The upper box highlighrs the filled worm 
channels, the lower dearly shows the empry dowel hole plugged with wax at the edge of the addition. 

were no ex.it holes on the addition). The x-radiograph 
shows evenJy spaced wooden dowels down each join in the 
original panel. This was a traditional carpentry technique 
used co hold the planks together. In the x-radiograph there 
were no dowels visible on the joins of the addition. A single 
dowel hole, plugged with wax, is visible in the x-radiograph 
on the left edge of the addition. This does not serve any 
purpose and clearly indicates that the addition was created by 
re-using a section of an old panel (fig. 6) 

The painting has incision work throughout, visible in 
raking light. This technique, whereby lines describing the 
painting's basic design were inscribed into the ground, was 
used by artists to lay out the main arch.itectw:al elements 
of the composition. The vertical incisions on the original 
panel are very precise, stopping abruptly at the join, and do 
not extend onto the addition. In contrast, the incision work 
on the addition is very loose and sketchy. The use of incision 
work co describe the faces on the tops of the columns on 
the addition does not correspond with the faces on the 
cops of the columns below the join, in the original they are 
completely void of all incision work. Close visual inspection 
revealed that the technique of the incision work on the 
addition is very different from that of the original. 

The texture of the paint on and below the addition 
differed greatly in appearance. The sky below the join is rendered 
with a very distinct brush texture, and an accumulation of 
discolored varnish and dirt was visible in the interstices. The 
paint above the join, in contrast, has a very smooth texture and 
appears more fluid, with little to no impasto. The x-radiograph 

confirmed differences in both the preparation and the paint 
layers. The x-cadiograph of the paint and ground above the 
join appears very white, indicating a much denser ground and 
paint layer, probably laden with lead white. The application 
of the paint and ground also appeared very fluid in the 
x-radiograph, as if applied in thin, fairly liquid layers. 
The original panel's paint, though similar in color and 
shade in normal light, has a very different appearance in the 
x-radiograph: it appears much darker, possibly suggesting 
a less dense chalk base, with clear, sharp brush marks. 

Before the 2003 treatment, the paint on the addition 
appeared to match the color of the original pand, but 
cleaning tests revealed that the addition had been painted 
to match the color of the dirty and discolored original 
panel. These rests also indicated that overpaint had been 
applied to the top of the original pand to mask a darker blue 
sky and better integrate the addition. The overpaiot was 
extended down nearly 13 cm to blend with the original 
lighter blue paint below. The top of the arches had clearly 
been altered co accommodate the design of the addition: 
Each arch had been extended so that all the tops crowned 
above the join. Cleaning tests revealed chat the curve of the 
two inner arches originally began below the join. After 
removal of the overpainc, the architecture of the original 
no longer complemented the architecture of the addition. 

It was decided to dean the addition to determine whether 
the two sections should remain joined after treatment. Test 
removal of dirt revealed that the paint on the addition was 
highly sensitive to moisture; this may explain the halt to 
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was very different, both in composition and 
in the technique of its application, from 
chat of the original panel. 

fig. 7. Amonio Bold.ini (1799-1872), after Michele Coltellini, Madonna con Bambino in 
nrmo con San Girolamo, San Giovanni Battista, San Michele Arcangelo e Santa Caterina 
d'Al.essandria. Pinacoteca Nazionale di Ferrara 

After removal of grime, the varnish layer 
was carefully removed using solvent gels, 
which prevent the solvent from penetrating 
into the paint layer. This allowed for a more 
controlled cleaning and made ic possible to 
remove the numerous overpaints without 
compromising the original paint layers. 
During chis process, it became apparent 
chat the Colcellini's original panel was in 
exceptional condition. Mose of the original 
glazes-thin rranslua:nc modulating layers 
applied by an artist co original paint co 
highlight form and tonality-including 
the rich red glaze.5 in the robes of Sc. John 
and Sc. Catherine, are scill intaa, having been 
protected for many years under numerous 
layers of dire, overpaint, and discolored 
varnish. Surprisingly, the uppermost layers 
of paint, which were often lose during 
restoration campaigns, have SllfV1ved in 
the Walters' Virgin and Child with SaintJ. 
One curious feature was a dark glaze 
applied over the green paint throughout 
the painting; cross-section analysis revealed 
this co be a lacer addition, possibly done 
during the nineteenth--ccnrury resroration. 
The cross sections, taken to confirm char 
this was nor a darkened original layer, 
clearly show an accumulated dirt layer 
between the original painc and the dark 
brown glaze layer. There was also evidence 

the treatment in the 1950s. Cross sections were taken ro 
compare the blue paint above and bdow the join. The 
sample below the join was taken in an area of original 
paint; it was imponant to ensure that no overpaint was 
present so as co get an unadulterated example of the original 
paint layer. In this sample there was a very distinct ground 
layer with one chick layer of a blue and white paint mixture, 
a paint structure consistent with Italian paintings of the lace 
fifteenth and early sixteenth centuries.17 The sample from 
the blue sky above the join was very different, revealing 
multiple layers of paint, with an isolating layer between each. 
Such a technique, unusual even for a nineteenth-century 
restoration, would be very laborious and time-consuming. 
Other colors were also sampled, all of which showed multiple 
layers above the join and a simple basic paint srructure below. 
This clearly dernonsrraced chat the paint on the addition 
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of the glaze filling age cracks in the green 
layer, which confirms chat the darker glaz.e was applied afi-cr 
the paint had aged considerably. A large ovcrpainted area of 
damage on the chest of St. Catherine was masked by chis layer, 
supporting the premise that the glaze had been applied at a 
much lacer date. During an early uearmenc of Bramantinos 
.Adoration of the Magi. (ca. J 498) in the National Gallery of An, 
London, a similar gl:w: layer was dercaed; ic was noted chat a 
"toning preparation which reduced the brilliance of the picrure 
quite [sic] 25% was removed during a surfuce deaning." ' 
The Milanese restorer Giuseppe Molrcni created chis painting. 
as he did the Garofu.lo, before its acquisition by the National 
Gallery. The similarities among the rrearmems of all three 
paintings, all undertaken at around the same time, might 
suggest char Molteni was also the restorer of the Walrcrs' ()31ld. 

After the varnish and overpaint removal of the Coltdlini 
altarpiece was complete, it was evidenc char the design of the 



addicion no longer matched the original. 
Inconsistencies between the two panels 
confirm that the topmost pand is not 
oomcmporarywith the~ofthe paincing.lll 
Consideration was given to the possibility 
that it couJd have been a later replacement 
of a lost or damaged passage, bur if the 
pand's top had been so ruined that it 
needed to be replaced with an addition, it 
is likdy that some evidence of damage, 
such as splits in the wood or paint loss, 
would be present near the top edge of the 
existing pand. Examination revealed very 
minor damage to the top of the original 
pand, which wouJd be expected of a pand 
of this date. The rop of the lower pand, 
with accumulated varnish and dirt, appears 
ro be the painting's original upper edge. 
The abrupt cropping of the throne might 
seem an unusual composition by today's 
standards, but numerous examples of altar
pieces &om the same period by northern 
Italian artists have similar architectural 
designs? The painting, moreover, was not 
originally intended to be a stand-alone 
work of an; it wouJd have been set in an 
altar with framing elements, a lunette 
(now lose), and other demems typical of 
a sixteenth-century chapel setting 

ln 1846-twenty years before the 
removal of the Walters' panel from the 
Church of Sant' Andrea-a painting by 
the artist Antonio Boldini (1799-1872) 
tided Madonna con Bambino in trono con 

Fig. 8. Michde Colcellini, Madonna and Child with Saints, 1506. Oil on panel, 212.8 x 165 
an. Baltimore, Walters An Museum, bequest of Henry Walters, 1931 (37.880). August 
2005. After treatment 

San Girolamo, San Giovanni Battista, San 
Michek Arcangelo e Santa Caterina d'Aiessandria entered 
the pinacoteca in Ferrara (fig. 7).22 It is an exact copy, co 
scale (211 x 163 cm), of the Coltellini painting, but the 
Boldini painting does not include the addition, and the 
composition ends precisely at the join of the Walters' panel 
and its nineteenth-century addition. When the image of 
the Boldini painting is superimposed on the Walters' panel, 
moreover, the paintings are identical, down to even the 
smallest detail. This suggests that the artist traced the original 
co create an exact copy and that this was done before the 
attachment of the addition and before the Walters' painting 
left the church. 

After varnish removal, filling and inpaintingwas carried 
out to compensate for the isolated areas of loss. Following 
discussion among the museum's curators, the paintings 
conservators, and the director of the Walters, it was decided 

that it was not possible to exhibit the painting in its origi
nal format of 1506 while retaining the nineteenth-century 
addition. Therefore, the addition was carefully removed 
along the join between the panels and is currently hanging 
in storage. The nineteenth-century frame was altered to fit 
the panel since the painting's height had been reduced by 
34.5 cm as a result of the removal of the addition.23 The 
painting (fig. 8) is now exhibited in the museum's Italian 
galleries in a setting reminiscent of an altar. The extensive 
two-year treatment and research has unveiled the original 
true splendor of this altarpiece. 

Gillian Caok (gcook@thewakers.org) is associate pairrtingr conservator 
at the Walters Art Museum. 
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NOTES 

Treatment and research on the painting was also carried our by Eric 
Gordon, head of paintings conservation at the Walters An Museum; 
Irina Dolgikh, former third-year intern; and Sue Ann Chui, former 
Andrew W Mellon Fellow in the museum's conservation division. I 
would like to thank them for all their hard work along with Karen 
French and Heather Smith in the paintings laboratOI)' and the entire 
staff of the Walters' conservation division for their assistance. I would 
also like to thank Moreen Steen Hansen, former assistant curator of 
Renaissance and Baroque Art at che Walters An Museum, Alessandro 
Ballarin of the University of Padua, and Stephen Campbell of the Johns 
Hopkins University. 
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the addition on the Garofalo Virgin and Child with Saints William of 
Aquitaine, Clare(?), Anthony of Padua, and Fmnris (1517-18) in the 
National Gallery, London (NG 671); the original pand is poplar. 

17. The painting techniques of this period have been well documenccd, 
including various National Gallery Bulletins chac have listed similar 
cross sections &om various comempotal)' paintings throughout [cal)', 

including volwnes 11, 14, 16, 17, 19, 22, 23, 24, and 25. 

18. J. Dunkerton, "The Technique and Rcsroration of Br:unantinos 
Adoration of the Kingr," Nationnl Ga1lny Terlmical Bui/din 14 ( 1993), 
43-61. 

19. Ibid. 

20. Alessandro Ballarin at the University of Padua, who ha.s wrinen 
extensively on Ferrarese art of the late fifteenth and early sixteenth ccnllll)\ 

agreed chat the cop portion of the Walters' painting was a lacer addition. 
Personal correspondence &om Dr. Ballarin co the author dared 3 
December 2003. 

21. Examples of nwncrous paintings from chis period with similar 
architectural rendering can be found in Zamboni, Piwri di Ercole I d'Esrr. 
See, e.g., pl. 15 (Panetci, uz Vnx1'nr col Bnmbi110 t i Santi Girolamo e 

Caterin d'Aksstzndria), pl 9 (G. E Maineri, I.A Vergine col Bnmbmo in 
trono e i Santi Tomm11So e Nicotkmo). 

22. J. Bemini, ed., I.A pinacor«a nazio1111/e di Fermm: Catalogo gmmdt 
(Bologna, 1992), 17 1. 

23. The creacmenr co remove the adc:lition is reversible. In the fuCUIC, 
should the museum decide ro integrate the nineteenth century addition 
back onro the sixteenth-century painting, it can be easily reattached 
along the same edge without losing any paint. 

PHOTOGRAPHY CREDITS: Scala / Art Resource, N.Y.: fig. 3; 
Courcesy Soprintcndenza per il Pacrirnonio Srorico Artiscico cd 
Emoancropologico, Bologna; fig. 7; © Sraaclichc Muscen Berlin: fig. 2; 
Walcers Arc Museum, Archives: fig. 4; Conservarion and Technical 
Research Division: fig. 4; Susan Tobin: figs. 1, 8. 



An 'Mtique" Brass Candlestick in the Shape of Hercules by Peter Vischer 
the Younger and Workshop 

JOANEAT H S PI CE R 

The rcinstallation of major portions of the Walters An 
Museum's Renaissance and Baroque collections, 

opened in October 2005, necessitated the reevaluation of 
many of the Renaissance bronzes acquired by Henry 
Walters before his death in 1931. One that had previously 
received lircle attention is a figure in brass of a bearded, 
athletic nude man-surely Hercules--whose outstretched 
arms originally supported candleholders (probably in the 
shape of torcheres), secured to a separately case, triangular 
plinth (fig. 1). 1 A version of chis piece (including a nearly 
identical base) is in the Frick An Museum, Pittsburgh 
(fig. 2)2 and another (again including the base) was in the 
Eugen Felix collection, Leipzig, in the 1880s (fig. 3).J 
The model has been associated with the workshop of 
the Nuremberg bronze sculptor and founder Peter Vischer 
the Younger (1487-1528) since 1880, the first modern 
pubUshed reference co one of the versions. Nevertheless, 
research revealing how a fourth version of this piece 
(present location unknown) was interpreted in the late 
1600s resulted in the installation of the Walters, figure in 
a recreation of a seventeemh-cenrury collector's private 
srudy as a "Roman antiquity." 

Not only the figure but the plinth, the latter appearing 
at fuse glance to be Paduan in style, are probably based on 
designs by Peter Vischer the Younger, one of the principal 
personalities, along with his father Peter the Elder {ca. 
1460- 1529), in the large family workshop and foundry in 
Nuremberg, 4 known first of all for prestigious commissions 
such as the Tomb ofSt. Sebald.us (completed 1519) in the 
church dedicated to the saint in Nuremberg. The body of 
small-scale work specifically associated with Peter the Younger 
includes pomait medals, plaques depicting mythological 
themes- for example, the splendid Orpheus and Eurydice 
of ca. 1515 (fig. 4)s - statuettes, and all' anti.ca furnishings 
for the scholar's desk in the manner Peter the YoW1ger had 
learned in Padua, during sojourns datable to 1507-8 and 
perhaps 1512-14, possibly in the shop of Severo Calzetta 
da Ravenna (active by 1496, dead by 1534),6 whose production 
of small bronzes, along with those of Andrea Briosco, or 
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Riccio (1470-1532), was so profoundly shaped by the 
classical interests of humanists at the university there. In 
like manner, humanists in Nuremberg-especially those 
who had studied in Padua-among whom Vischer, like 
his contemporary Albrecht Diirer (1471-1528), coW1ted 
dose friends, also provided a market for classically inspired 
accompaniments to the scholar's labors such as Vischer's 
Inkpot with the Figure of Fortune (fig. 5)7 or the present 
Candlestick. On the other hand, the actual conception of 
the figure of Hercules is Vischer's. The slender proportions 
he favored owe more to Diirer than to Riccio, while 
Hercules' squared stance, with straight lmees and no shift 
of weight, would be unlikely in Padua. In Vischer's work, 
the proportional type is epitomized by Orpheus in the 
plaque noted above, while Vischer's drawings of Hercules, 
as a bearded, muscular but slim nude, made to illustrate 
Hi.stori Herculis (1515),8 a poem by his friend the humanist 
Pankraz Schwenter, make clear che intended identity of the 
male figure, as Jeffrey Chipps Smith suggested in his insightful 
entry on the piece in 1983. The slim, elongated Dilreresque 
proportions, so different from those favored by Riccio, Severo, 
and other identified North Italian contemporaries with whose 
works Vischer became acquainted in Padua, are, however, 
remarkably similar to those of an elegant Amphora Bearer in 
Klosterneuburg (fig. 6) that has been associated, unconvincingly, 
in my view, with Vittore Garnbello and Francesco da. 
Sant Agata, or simply "Padua or Venice." The squared but 
trim facial features, like the slim hips, bear comparison to 
Vischer's Orpheus and Hercules. If this elegant Amphora 
Bearer cannot be satisfactorily associated with any Italian 
master, could it be that the artist was not Italian but a 
young German working in Padua, bringing to his Italian 
sojourn a sense of form nurtured in Diirer's Nuremberg?9 

In the past, scholars have left unaddressed the character 
of the Walters' piece as a candlestick, a type of functional 
object produced as a sideline by most large foundries such 
as that of the Vischer family. 10 However, by the 1520s, the 
Paduan workshops of Riccio and others had lent a new status 
to such table furnishings through the introduction of types 
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Fig l. Pecer Vischcr the Younger and Workshop, Candlestick in the 
Shape of Hermles, I 515-30. Brass, height of figure: 23 cm; height of 
base: 10.8 cm. Baltimore, Walters An Museum, bequest of Henry 
Walters, 1931 (acc. no. 54.29) 

derived from Roman models. Candustick in the Shape of 
Hercuus can best be understood as a humanist-inspired 
updating of a type of brass double candlestick popular in 
Germany in the fifteenth and sixteenth centuries-a 
standing male figure, generally one implying strength such 
as a soldier, hunter, or wildman, who grasps the bases of 
candle sockets in each of his outstretched hands.11 Points 
of comparison with the fifteenth-century example illustrated 
here (fig. 7) include the unaffected, square stance, and slim 
proportions associated with late Gochie satlpcure in Northern 
Europe, and the tripod base, while the sixteenth-century 
example (fig. 8), formerly collection of J. J. Ludwig, Regensburg, 
exhibits similar, curved handles into which the acrual candle 
sockets-here suggestive of drinking vessels (?)-are screwed. 

The functional role of the Walters' Cmullestick is reflected 
in irs manufacrure, which was most likely carried out by 
journeymen assistants in the workshop. No final chasing, 
as one mighr expect in a prestige piece, is visible. Traces of 
fire gilding are visible on the back of the legs; similar traces 
are found on a scaruene Hercules and Antaeus from the 
workshop, and in char case Jennifer Moncagu posited that 
the gilding was intended ro cover the crude finishing. 12 
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Fig. 2. Peter Vischer che Younger, Fi?,U" of n Ma,1 as a Caruklabrnm, 
1515-30. Bronze, height 35.5 cm. Pirnburgh, Collection ofThc Fnck 
An Museum, Gift of Miss Frick (acc. no. 1970.73) 

The existence and characteristics of multiple copies of this 
candJestick with only slight variations point toward an indirect 
method of casting from an initial wooden modd, a process 
associated with the V ischer foundry and common in Northern 
Europe.13 Until a direct comparison can be made berwccn the 
candJesticks in the Walters and Frick collections, it remains 
impossible to confirm that both come from the same casting 
process. As demonsrraced by the x-radiograph, the Walters' 
sculpture is hollow, cast in one piece with an incaa core.'• 

The bronze plinth, conceived in a style reminiscent of 
Padua and assumed by some scholars co be unrelated, was 
designed so thac the circumference and Bae su.rfacc of the upper 
drum coordinate with the cirrular place. distinctive through 
its curiously punched edge. upon which the figure srands. 
The use of indirect cascing for the plinth can be confirmed by 



F"ig. 3. Work.mop of Peter Vischer che Younger, Candksrick in the Shape 
efa Nal«d Man, 1515-30. Bronze, height 34 cm. Reproduced from A 
\'On Eye and P. E. Borner, Die K,111s1smmn/1mg w11 Egm Ft/ix in Lripzig: 

!vJJalog (Leipzig, 1880; 2nd ed., 1883), pl. ix.2 

the presence of wax-t<>-wax joins on the underside.15 While the 
foliate I~ ending in lions' paws are common to the Baltimore 
and Pittsburgh bases, variations in detailing found in the 
upper parrs of the Frick cast include tiny rosettes rather 
than simple punch marks around the drum, a little lizard 
disporting himself at one corner, but much cruder fluting.16 

A dramatic twist of fortune that would surely have 
delighted Vischer came co my attention in 2004 when I 
discovered a further version of this candlestick with details 
of the head altered to create a beardless nude male athlete 
with a viaory wreath in his hair. 1bis piece was in the famous 
colleaion of Greek, Roman, and Egyptian antiquities formed 
by the Amsterdam collector Jacob de Wtlde (1645-1721), 
as established by its depiction on plate XVll (fig. 9) of 
Signa antiqua e museo J de Wilde (Antique images &om the 
museum ofJ. de Wilde), a catalogue illustrating de Wilde's 
sculprures, largdy statuectes, made by his daughter Marie 
de Wilde and published in 1700. 17 The sixty etched plates 
represent fifty-nine works (one is represented twice). All 
include an indication of the material-here, AEs (copper, 
copper alloy). In addition, all but the last four plates are 
accompanied by verses from Roman poetry; in this instance: 

Fig. 4. Peter V isclier the Younger, P/Aqridte with Orphe,is Losing Eurydice at 
the Gauso/Hades, ca. 1515. Bronze, 19.3x 14.9 ml. Washington, National 
Gallery of Arr, Samud H. Kress Collection (acc. no. 1957.14.565) 

"Vesper dest, juvenes consurgite vesper Olympo. Expeccata 
diu vix tandem lumina tollit. Catull. Epigr. 63" ("Vesper 
[the evening star] is here: youths arise; for Vesper at last has 
borne aloft to Mount Olympus [in the heavens] his long
awaited light," from Gaius Valerius Catullus [84-54 B.C.], 
Carmina, poem 62). In his prefatory "to the visitor" de 
Wilde describes these verses, which he apparently sought 
out himself, as illustrative of the sculpture's meaning. 18 The 
candlestick was in the collection at least by 1697; it is just 
barely visible in an etching depicting the visit in that year 
of Czar Peter I (the Great) of Russia in the midst of the 
row of statuettes displayed on the top of the cabinets 
behind the seated figure of the proud host.19 

The candlestick is not the only illustrated piece to be 
questionable as an antique; over twenty percent can be identified 
as Renaissance designs, largely from Padua,20 although the 
candlestick is the only piece identifiably ofNorthem European 
origin. Did de Wtlde know this? From the prefatory texts by 
the collector and the customary laudatory poems from well
wishers-as well as reports of the cultured visitors who came 
to admire and discuss this famous collection!L it appears that 
de Wilde indeed believed these sculptures to be ancient. 22 
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Fig. 5. Peter Vischer the Younger, lnkpot with Figure of Fortune, ca. 
1516. Brass, height 16.7 cm. Oxford, Ashmolean Museum, Formum 
CoUection (acquired 1899), no. 1085 

Fig. 6. Paduan, Venetian, or possibly Perer VISCher the Younger,Amplx,m 
&arer, ca. 1514. Bronze, height 26.5 cm. Kloscemeuburg, Stift 
Klosterneuburg (inv. no. KG 2) 
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The particular appeal of the candlestick may have been 
as a type ofRoman lighting, ro compJement the three "Roman" 
(actually Paduan) oil lamps in the shapes of a sphinx (fig. 10), 
foot, and acrobat that precede ir in the etched caraJogue 
(pls. XIV-XVI), all known in examples octane today and all among 
the shapes of "Roman" oil lamps celebrated in the massive 
study of Roman lighting published by F. Liceti, De lucemis 
antiqwrum (Udine, 1652), that de Wtlde, with his considerable 
library, most likely owned. Liceti produced careful, enlarged 
illustrations ofocamples ofRoman objeos from grand collections 
all over Europe (though not de Wtldes), ranging &om simple, 
undecorated terracotta oil lamps to more elaborace bronze 
candlesticks and candelabra; the majority of these broro.e pieces, 
decorated with figures and reliefs, were acrually-as we 
know today-produced in Padua during the mjd-J 500s. 

As a curious parallel, in the first half of the 1800s, as the 
archaeology of prehistoric culrures in Cencral Europe became 
increasingly a popular subject of study, numbers of broken, 
late meruevaJ candle figures of the type represented by the 
Munkh example (often broken at the vulnerable point of 
the wrists, leaving the appearance of a simple statuette with 
arms raised), were dug up and identified by eager scholars 
as "house idols" of primitive Slavic peoples in the region. 
Only in 1873 was thls Romantic folly put to rest.23 

In its style, function, aspirations, and adaptation for 
workshop production, Candlestick in the Shape of Hercules 
exemplifies the multifuceted conflation ofNonhem traditions 
and Italian humanist vaJues that characterized Nuremberg in 
the decades before the deaths ofboth Albrecht Di.ircr and Peter 
Vischer the Younger in 1528. One can well imagine that a 
humanist in Nuremberg such as Schwenrer would have rakcn 

great pleasure in lighting his writing table with a dever all' l111lica 
updating of a rraditionaJ Northern European candlestick cype 

and would have savored the subclety of its Paduan style 
base, a type associated in IraJy with the display of ancient 
as well as modem sr.aruerres. Ar. this poinc there can have been 
no misconception as to the object's origin, only appreciation 
of its attempt to embody ancient principles.:4 No information 
has come to light on the location or interprecuion ofVische:r's 
candlesticks in the lacer sixteenth and early seventeenth 
centuries; thus it is difficult even co speculate on the poinr 
at wruch the hiscorical repositiornng took place, whether 
innocently or at the instigation of an unscrupulous dcaJer. 
If, however, by the 1690s de Wilde considered his co be an 
antiquity, I would suggest that thjs is more likely a reflec
tion of the limited knowledge of a collccror who showed 
himself in other ways to be cager to distinguish the gen• 
uinely ancient artifact, rather than of an informed charac
terization of a modern piece as an "antiquity," by virtue of 
ics embodying an ancient type. 

joanuth Spicer (jspicer@mewaltm.org) is dx jamLS A Murnaghan 
Cumtor of &naissmu:e and Baroque An a1 tht Wabm Art Mwrum. 
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Fig. 7. Candksriek m 1he Shapt of a Man, 
Middle Rhine, ca. 1450. Brass. Munich, 
&yerischcs Nationalmuseum 

Fig. 8. Figural Candlestick, German, 16th 
cenrury. Bronze, beighr 24.5 cm. Formerly 
Regensburg. J. J. Ludwig CoUccrion 

Fig. 9. Maria de Wilde, «Roman Candlestick in the 
Shape of an Arhlere." SignaAnriqua, e Museo Jacobi 
de Wikk (Amsterdam 1700), pl. 17. Washington, 
National Gallery of An Library 

NOTES 

I. W-ilrcrs Art Museum, acc. no. 54.29. The condition of the figure, as 
a.lCC!Uincd by my ooUeague Julie Lauffcnburger, senior objeas conservator 
a1 the Walters, is generally good, although there are small repairs. There 
is a crack at the figure's right wrist and a lead solder join and pin visible 
al the arch of che handle into wbich the absenr candle socker would 
screw. The handle icself is a sligb.dy different density and appears ro be 
a beer replacemem. At some point, the surface of cbe Walcers' piece was 
fire gilded, trnCCS of which remain on the back of the legs. This having 
been stripped, a lacquer coating was applied. Published references co this 
piece:: E. P. Bowron, Rrnauw,a Bronus in the WaltmArt Gallny (Baltimore, 
1978), 6g. on p. 16;].C Smicb, Nuremberg: A .&naiMna Ci~ 1500-1618 
(cxh. c:11., Archer M. Huntington Art Gallery, University offexas at Austin; 
Austin, 1983), no. 118; C. Avery, i?nU1issa11« and &roq,~ Bronus 
in tht Frick Art Mi=im (Pictsbucgh, 1993), under no. 36. When the 
publication of !his volume: was delayed, I addressed some of the issues 
in this artide in a paper wA Roman Antiquity among Henry Clay Frick's 
Renaissance Brom.es? Assessing Issues ofHisroricicy'' a.t the College An 
Association 2007 meeting in the session Renaissance and Baroque 
Bro11us: A11 Hist1Jry, Scimce, Col/.ectin~ rmd Display, chaired by Denise 
Allen and Betsy Rosasco. Conversations with the parricipancs in char 
wonderful session and also with Julie Lauffenburger, Nicholas Penny, 
Allison Luchs, C. D. Dickerson, and Alex Nagel have been very 
iUuminating in trying co understand chis curious piece. 

2. Sec Avery, Rn111issa11ce and Baroqut Brorzus in the Frick Art Musmm 
(1993), no. 36, who refers more generally co the authorship as "German, 
Nuremberg, fuse cbird of the: 16th cenrury, arrribuccd co Peter Vischer 
the Younger (1487-1528) or co Peter Flamer (1486/95-1546)." 

3. A. von Eye and P. E. Bomer, Dit Kimstsammbmg von Eugm Felix in 
Leipzig: llntalog (Leipzig. 1880; 2nd eel, 1883), 20 (no. 413), from the 
Pukz.ky coUtx:rion, pl. ix; H. R Weihrauch, Europiiische Bronustatltttten 
15.-18. Jalnlmndtrt (Braunscbwcig, 1967), 281, fig. 329. The head 
leans slightly co his left, wbile the beads of the ocher two lean slighdy co 

:Lrru.il: ..A..om'am ~•olu.cri,, ho. ;,,;._,o, trifi,r mis 
Sphinx, .,,,[ueris _pell.lUI ,_Fulibu.s fora. ,p-onk .1;wlla_ 

.xrv: 

Fig. 10. Maria de Wilde, «Roman Oil Lamp in the Shape of a Sphinx.» 
Signa Antiqua, t Museo Jacobi tk Wildt (Amsterdam l 700), pl. 14. 
Washington, National Gallery of An Library 
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their right. From the illustration, ic appears chat the muscles of the chest 
are slightly more articulated. Weihrauch notes chat he has seen ocher 
poor variants in che trade, including ones he considered ro be modern 
afcercascs. An undated photograph of a very crude version without a 
base, with a reference co the Munich dealer Bohler as the source, is in 
the file ofWalrers 54.29. 

4. For Vischer and Nuremberg, see J.C. Smith, German Smlpture of tht! 

later Renaissance, C. J520-J580 (Princeron, 1994), ch. 9, uSmall 
Collectible Sculpture: A Study in the History of Taste," esp. 275-80, 
403-5; also Smith, Nuremberg {1983); Gothic and Renaissance Art in 
Nuremberg 1300- 1550 (exh. cat., New York, Metropolitan Musewn of 
An/ Germanisches Nationalmusewn, Nuremberg, 1986), 382-407; 
W Wixom, uPeter ViSCher (ii}," in Grovt!Art Online (2006) with earlier 
lirerarure; and also the older. H. Srafski, Der jiingere Pt!ter Vischer 
(Nuremberg, 1962). For an analysis of alloys of works in Europe 3S50Ciated 
with various members of chis workshop, see J. Riederer, "Merallanalysen 
an Erzeugnissen der Vischer-Werkstarc," in Berliner &,iriigt! zur 
Archiiomt!trit!, vol 8 (Berlin, 1983), 89-99. 

5. Gothic and Renaissance Art in Nttrtm!mg (1986), no. 193, with earlier 
licerarure; che plaque is in Douglas Lewis's forthcoming volume on 
plaquectes in the National Gallery of Arc's sysremaciccatalogue as no. 539. 

6. The proposed association with Severo is based, on the similarities in 
aisting techniques. For the most =nc publicacion on his aisting techniques, 
see Richard Stone, "Severo Calzecta da Ravenna and the Indirectly Cast 
Bronze," Tht! Burlington Magazine, December 2006, 810-19. I thank 
both Richard Scone and Denise Allen for pointing out the connection. 

7. Gothic and Renaissanct! Art in Nuremberg (1986), no. 195. 

8. Berlin, Kupferstichkabinett; Smfski, Der jiingt!rt! Pt!ter V,scher (1962), 
fig. on p. 90, "The Dream of Hercules." 

9. For previous assessments of this piece and a later case in Berlin, see V. 
Krahn, Wm Allm Seitm Schoen, Branum tier Renaissance 1md des Barack 
(Skulturensammlung Smaliche Museen w Berlin, Preussischer Kulturbesitz, 
1995), no. 35; V. Krahn, Bronzati Vmt!Ziani (Berlin 2003), under no. 9; 
M. Leiche-Jaspcr in che exhibition cacalogue Rinascimmto e passiont per 
l'antico. AJJdrt!a Riccio t! ii ma tempo, no. (Trento 2008), no. 43. My 
great thanks co the larrer for sharing a draft of his entry. 

10. For another figural candlestick. actributed co the Vischer workshop, 
see the Wildman (various versions) who originally grasped the base of a 
candle socket in his left hand and his club in the right ( Gothic and 
Renaissance Art in Numnberg [ 1986), no. 191. Compare also the all'antica 
Doork11ocker in tht! Shapt! of a Nt!reid discussed by H.R. Weihrauch in 
uEin Turklopfcr aud der Werkstatt Peter VJShers d.J.," in Munchnt!r 
jahrbuch d Bild. Kzmst 3, F. I (1950). 212-13. The popuJaciry of the 
all'antica (Paduan style) Nereid in southern Germany is reflected in a 
similar Candlmickin theShapt!ofaNt!rt!id(Patis,MuseedesArt Decoracifs). 
K Jarmuth, l.ichter leuchten im Aht!ndland (Braunschwcig, 1967), fig. 130. 

11. For an overview on this type of candlestick., see Jannuth, Lichter 
leuchtm; V. Baur, Kerzmltucht" aus Metall· Geschichte, Formen, Ttchnikm 
(Munich, 1977); K Schmatz, "Spatgorische Keuchtermannchen: 
Bemerkungen zu einer vermeimlich. bekannten Denkmiilergruppe, '' 
Deg,Kt!ndarfor Geschichtsbliittt!r 21 (2000), 97-145; and the website 
Medieval and Renaissance Domt!Stic Lighting: Candlt!Sticks, Cmuklabras, 
and Chmuklim (W\Y\v.larsdaccCLcom/candleholders.hrm), with early relevant 
examples from the Kunstgewerbemusewn in Cologne. For the Munich 
example (brass, 23.4 cm high), sec Jarmuth, Lichter k11chrm, 117 (ill.), 
L. Seelig, "Mciscerwerke der Mecallkunst, ll," Weltk1mst6l (1991): 259 
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(ill.); Schmocz, "Spacgotische Keuchtermiinnchen," 100 (ill). My rhanks 
co Lorenz Seelig for directing me to the Schmo12. article. The candlestick 
li-om the Ludwig collection was sold by Nagel Auktionen (Stuttgart), 
27-28 February 2008, no. 318 (24.5 cm.) 

12. J. Monragu, Bronzes (London, 1972), caption ro fig. 67 (Munich, 
Bayerisches Narionalm.useurn). 

13. Vercically oriented seam lines on the sides of the torso and continuing 
under the arms were inicially thought to resulr from a piece molding pn>CC$ 
(as have comparable seam lines on the Frick figure [Avery, Frick (1993), 
under no. 36)); however, their significance remains under discussion as 
these lines are not raised but recessed and nor perfectly scraighc. In this 
regard, Julie 1..auffenburger has suggested (after discussions with Ann 
Boulton) char chey look almost as if they represent areas where cwo 
pours of metal incerfuced, indicaringa horiwntal position during asting. 
ln addition, striations on the backs of the legs are reminiscent of wood 
grain, causing us co speculace char a wood model (common in the early 
1500s in Germany) was involved. Richard Stone, conservarion scicntisi 
ac che Merropolitan Museum of Art has suggested the technique of 
loam casting rather than the more F.uniliar technique oflosr-wax casting 
as the technique used co case this bronze (Sec L. Seelig ct al., MOtUU und 
Ausfohnmg in tier Mt!taliJumst: A111ttll1mg im .Baytrischn, Narionalmusmm 
Miinchen, 17. Miirz bis J 1. }uni 1989 [Baycrischen Nacionalmuscum, 
Munich, 1989; Bi!dfohrer, 15)). This is a close relation ro sand curing, 
in which the models were ofren of wood, and ir was used by che Vischer 
foundry. Research is ongoing. 

14. The x-radiograph was taken ar 290 kv, 2.2 ma for 5 minurcs using 
lead filters. The evidence provided by the x-radiograph has been the 
subject of extended discussion with Julie Lauffcnburgcr and is genc:rally 
consistent with an indirect method of casting. Other notable fca= 
include a vertical iron armature that ex-rends from mid torso directly 
through rhe head, used to suppon the core and an iron pin across the 
hips used as a core pin and left in place. The arms are solid and the legs, 
chough originally solid, have been hollowed from che base of the foot 
ro jusr past the knees. The edges of chis void arc not smooch like the 
walls of the original coce, but jagged as if reamed or drilled. If the legs 
were originally supponed by iron wire armatures, they were removed 
before casting. A pourable core material was then put into the legs and 
the figure cast. Afrer casting, the exposed core ac the b~ of the feet was 
partially hollowed ouc, rendering ir less dense than the im:act core of the 
corso. The hollows ac the base of the feet were then usal 10 fuc the cin:ubr 
platform co the figure by inverting the figure and pouring molten metal 
through holes in che platform corresponding co holes in the underside 
of the figure. Evidence of the molren mecal is visible in the x-radiograph 
of the right calf. The small circular platform place was cast scpar.ndy 
from the figure and from the threaded bolt on its underside by wltich 
the figure and platform were secured ro the plim:h. 

15. Wax-ro-wax joins are visible between each of the legs and the pl.uform, 
indicating char dccoracive demena were cast separarcly in w:oc, joined 
in the wax, and case in a single bronze pour. 

16. My thanks co Tom Sman and Andrea Gillian at the Frick Art Museum 
for having obliged me with digital phomgraphs of the base, upper body. 
and head. Roserrcs and a lizard are also visible on the base of che vcnion 
illustrated in the catalogue of the Fdu collcccion in 1880. 



17. In ~ comcxt of an mformacive anide in pan: on the collection of 
J.icob Jc Wilde, Fnu Scholten bridl)• dr:iws a connection between the 
Fnck naructte and the cypc represented in de Wtlde's collcccion ("Brome 
Sculpture in i.hc Ncthcrhnd.s, ~ in .F. Scholten and M. Verber, eds., From 
\',Jc.,ni Furgr: BrorlZLS fiom w Rijktmw111n [cxh. ciL, Daniel Katz 
Um.itcd, London 2005), 13). Further on de Wtlde, sec I. H. van 
f..cghcn. •0c vmarnding ,,an Jacnb de Wilde ofhet Museum Wtldeanum 
op Kd:icrgrndu 333,- jllllrboek Amstelodltln1m1 51 (1959), 72-92; E. 
Bcrg\dt and R. Kimmaker, eds., De uffdd binnm JJ4Tltihmik, Nederlnndse 
ltu11Jt· m mri1ritml)tT1(Jmdir1gm, 1585-1735 (Amsrcrdams Hiscorisch 
~fuscum. 1992), Ca1alog11J, nos. 201-1 I. For Maria de Wilde and the 
pl.ucs, sec C. Schuckman and J. de Schc:cmaker, Ho!lstei11's Dutch and 
Fkmish &ln11g,,, Er1gra11mgs a,J W«xlcms 1450-1700, vol 52: Nicolaus 
JL \fm to Hmdndr W111ur (Rotterdam, 1998), 105-32. De \Vtlde 
publi.\hcd thrcc volumes of his anriquicies: coins (&/ma mm1ismnta 
•ntiqua . .. ) in 1692. sculpture in 1700, and gems (GmimM sekcme 
tJJl!Ujtlllt .. . ) in 1703. MOSt of i.hecollccrion was auctioned in 1740. I have 
not been :able thus fur co locare chis Ca11dlmick in r~ Shaµ of an Athlete 
(or any ocher vcnion ofVischer's candlestick) in an earlier colleccion. 

18. De Wilde's expression of pride in having found verses of ancient 
pocuy 10 SO"l,-C :is cxplanacions for his ancient gems, published in 1703, 
w.u noted by Conrad van Uffcnbach, a visitor in 171 l (van Eeghen, 
Jacob de Wilde [ 1959], 76), particuJarl.y notable among the more rhan 
seven hundred visitors co the collection recorded between I 690 and 
1720 bc:ciu.sc his notes taken at che visit were later published. 

19. S1gna A1,tiq11a (1700), unnumbered place following incroduaory 
poems (Ho!lst.ei11: de Wilde, no. 3, ill.). The difficulties of collecting 
auchcncic ancient bronze statuettes is highliglued by a comparison of de 
Wddc's collection wich the colloccion of Roman sculpture belonging 
fifcy )'1:3-rs earlier to the Reynst brothers in Amsterdam, for which see 
Signornm wrer,,m icons, Ajbeeldingm tier oude bu/den bij etm 1/eTf;adert 

doordeheerGmud Rtjmt (Amsrerdam, 1671) andA.-M.S. Logan, The 
Cabinet of the Brothen Gmird and /011 Reymt (Amsterdam, 1979). 
&scncially life-siz.e marble sculpture, the pieces known coday are all 
ancient wirh the exception of"modern" replacement pares. 

20. Volker Krahn, Bronutti Vmezi1t,ii: Die vmezianischeri Kkinbronzen 
tier Rmllissn11ce a11s <km Bode-Museum Berlin (Cologne, 2003), 14-15, 
and esp. nos. I 0, I 8, 26, and 76. 

21. Van Ecy)ten.Jacob de Wilde (1959), 76. 

22. For example, J. Vollenhove's poem refers co chem as "eerbeelden van 
't afgodendom" (pagan idols); van Uffenbach also refers to chem as 
authentic ancient sculprure (Van &:.ghen,fncob de Wilde [1959), 76). 

23. Sec Schmoiz, "Spatgocische Keuchte.rmannchen," with many illus
trations, including from nineteenth-century publications. 

24. C. Wood, ~Maximilian I as Archeologist," Rniaissa11ce Quarterly 58, 
no. 4 (2005): I 128-74. However, the appreciarion ofobjeas as embodimcnlS 

of anciquc principles did not preclude rhe wish to be able ro discern the 
cruly ancicn 1. 

PHOTOGRAPHY C REDITS : Bayerisches Nationalmuseum: fig. 7; 
© The Colleccion of ch.c Frick Arc & Historical Cenrer, PictSbu.rgh, 
Pennsyl=ia (phoco Harold Corsini): 6g. 2; Photo courtesy Seifts 
Kloscemcuburg (1~ Kiclicschka): fig. 6; Phoro courtesy Nagel 
Auktioncn, Stuttgarr: fig. 8; © Board ofTruscees, Nacional Gallery of 
Art, Washington: figs. 4, 9, 1 O; Copyright © University of Oxford, 
Ashmolean Museum: fig. 5; Walters Art Museum, Susan Tobin: 6g. l 





Production and Date of the Walters' Kitab-i Bahriye 

rAUL HEPWORTH 

In the early sixteenth century, a body of maps of the 
Mcdicerranean Sea, along with notes abour cwrents, winds, 

and other nautical matters, was compiled by the Ottoman 
naval commander Piri Reis (ca. 1465-1554/55). ln 1521, 
in the hope of obtaining imperial attention and favor, he 
organized all of chis information into a porto.lan atlas, the 
Kitab-i Bahriye (Book on Navigation), which he presented 
co Sultan Slileyman I ("the Magnificent") (1495-1566). A 
few years later, in 1526, Piri Reis completed an expanded 
and refined version of the atlas, also intended for presen
racion at court. Copies of both editions of the Kitab-i 
Bahriye were made in the two cenruries following, reflecting 
an enduring Ottoman fascination with map-making and 
geography.' These later manuscripts were often supple
mented with new maps that incorporated advances in 
contemporary cartography while also developing their 
potential as luxury produces for the Ottoman elite.2 

The !Gtab-i Bahriye in the collection of the Walters 
Art Museum (W658) is one of the most sumptuous and 
abundantly illustrated examples of these portolan atlases to 
survive. It derives from the second, 1526, version of the 
manuscripts prepared by Piri Reis and is similar to two 
ochers in Turkish public collections.3 On the basis of the 
contents of the maps contained in these three atlases and 
cheir manner of execution, it has been suggested that all 
three may have been produced in the same atelier,4 located 
either at the palace or in one of the map-making workshops 
in the Galata area of Istanbul mentioned by the traveler 
Evliya <;elebi in 1638.s None of the three bears a date of 
copying, but they have been dated, on stylistic evidence, to 
the late seventeenth century, a dating supported by the 
recent location of a fourth related copy, which contains a 
colophon giving the date of its transcription as 1682.6 

Doubts about the dating of the Walters' Kitab-i 
Bahriye have been raised by Thomas Goodrich, however, 
because two of its maps contain cartographic information 
not available until the early eighteenth century. It has been 
proposed that these maps were later additions to the 
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Walters' manuscript/ and the research presented in this 
paper was initially undertaken to confirm or challenge that 
proposition. The first part of the paper considers the evidence 
relating to production of the Walters' manuscript, its 
planning and execution, the number of people engaged in 
the project, and the division of responsibilities in the 
workshop. The second part of the paper reexamines the 
questions regarding its date. 

PRODUCTION OF THE ATLAS 

The Walters' Kitab-i Bahriyecomprises 379 folios-a table 
of contents on three leaves, followed by interspersed pages 
of text and maps. The manuscript, 24.2 cm wide and 34.2 
cm high, is executed on thin, sized, and highly burnished 
ivory laid paper, with deveo to twelve laid lines per centime
ter and chain line intervals between 2.6 and 3.0 cm. The 
leaves, almost all conjoint bifolia, are organized into fotty
one gatherings.8 

Of the 239 maps contained in the Walters' Kitab-i 
Bahriye, a handful show world views or full-page cityscapes, 
but the vast majority are of a particular type: the coastline is 
drawn with a scalloped line, highlighted with gold and colored 
paints; miniature cities and ships are drawn with varying 
degrees of detail and painted embellishment, and such features 
as mountains, trees and fields are also painted (figs. 1, 2). 

A phase of careful planning and layout must have 
preceded execution of the manuscript so that a correct and 
harmonious sequence of images and text would be created 
when the leaves were assembled into gatherings. Faint 
impressions in the paper support of the textblock show 
that text pages were prepared using a ruling frame with 
nineteen lines per page. The text was then copied in a 
single hand and the leaves foliated. The similarity of the 
hand and of the ink used for the wtiting and for most of 
the foliation indicates that the same scribe was responsible 
for both tasks. 
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Fig. l. Kitab-i Bahri.ye, fol. 229. Tempera, gold, and ink on paper; sheer 35.8 x 65.6 cm. Baltimore, Walters Art Museum, bequest of Henry Walters, 1931 
(w.658). A represenrative map of the type with scalloped coastlines and painred ciries and mountains 

illustration began after foliation, as demonstrated on 
folio 298/ 305a,9 where the nwnber of the leaf is partially 
obscured by the map. Two consecutive leaves are numbered 
335 (fols. 344 and 345), the kind of error common when 
one is momentarily distracted while numbering a large 
series. The bulk of the leaves were foliated at once, but 
perhaps not the entire manuscript: the last eight leaves are 
numbered in a different hand, indicating that they may 
have been foliated at a different time. 

The final operation on the text pages was the framing 
of the text panels with a series of ruled lines; in many 
instances the framing lines are interrupted so as not co 
obscure any of the writing when it extends beyond the 
intended edge of the text panel. Moving outwards from the 
text, this series is composed of a very narrow black line, a 
gold line of medium thickness, two very narrow black lines, 
a narrow red line and an outermost narrow blue line.10 

There also seems to have been a regular sequence of 
operations in the creation of the maps with scalloped 
edges.11 In contrast co the text pages, the creation of map 
pages began by framing the space intended for illustration 
with che gold ruled line of medium thickness. 
Subsequencly, in the fuse stage of the actual illustration, 
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the colored rhumb lines were ruled; these are the lines 
radiating from a central point of what would lacer become 
compass roses on the map. The artist then moved co ink in 
the second stage of map production: the black rhumb Hnes 
were ruled, followed by the drawing of the coasdincs and 
cities. Finally, in the third stage, paint and gold were added: 
the coasts were outlined in gold and colors, architectural 
elements in the sketches of the cities were also embdlished 
with gold and colors, and mountain ranges and vegetation 
were painted. Whether the ink and colored ruled lines 
needed co complete the series of ruled framing lines were 
added separately when each particular medium was being 
used or all at once near the end of a map's composition 
cannot be determined. 

In making the maps in the manuscript, the artists had 
to have worked from another adas or some cypc of reference 
set of maps, bur how the information was transferred from 
prototype co copy remains an open question. Freehand ;e~ 

copying is unlikely given the precision and complexity of che ~~ 
maps. The liveliness, individuality and multiplicity of scyles 
apparent in the drawing and decoration of these maps belie 
any mechanical tracing. Nor is ic likely that the ouclincs of 
the land masses were traced and the embellishment of the 



Fig. 2. W.658, fol. 324a. Detail showing rendering of coastlines, cities, 
and mountains 

maps then left to the individual artist, since the drawing of 
the cities is fully integrated with that of the coastlines. On 
some maps intersecting rhumb lines would have created a 
sore of grid system th.at may have facilitated copying. Also 
some kind of preliminary sketch may have been used: near 
the center of folio 181b, the first couple of mountains in 
the range are sketched faintly with a metallic point, perhaps 
ro provide the artist with position and scale when he 
proceeded to paint in this topographical detail. These 
traces may inadvertently have escaped erasure when the 
map was completed. 

The initial existence of a preliminary sketch is suggested 
also by the maps on folios 177-183. In many of these 
maps the rhumb lines were interrupted during ruling so as 
co leave space for the later insertion of the cityscapes. The 
intent was clearly to avoid having the rhumb lines cross the 
large and elaborate city drawings and thus mar their 
appearance. Thus before the artist began drawing a map, 
he had to have known with considerable precision not 
only the location of all the features on the map, but also 

Fig. 3. W.658, fol. 180b. The rhumb lines are interrupted so as nor to 
obscure che drawing of che ciry. 

the complex shape and size of the architectural elements he 
would include in his city drawings-knowledge most easily 
obtained by reference to a prior sketch. (fig. 3) 

The interruption of the rhumb lines, the scale and 
complexity of the drawing of the cities, and a distinctive 
palette stylistically characterize this particular group of maps 
in the album. As they involve all three stages in the pro
duction of the maps, their correlation also implies that the 
same individual was responsible for the entire production 
of this group. The artist's responsibility seems even to have 
extended to ruling the framing lines around the map. 
An unusual tone of blue observed in the ruled line on a 
particular map sometimes correlates with the presence of 
the same color in the map itself. A distinctive blue-green, 
for example, found in the maps on two conjoints, folios 
187/196, and 188/195, is also used for ruling the outermost 
blue framing line on the maps on these leaves. 

In general, a single artist seems to have been responsible 
for the entire production of a particular map, and the 
individual styles of the artists involved in production of the 
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album are distinguished by aggregates of stylistic features 
appearing in different groups of maps. These different styles 
are identified by the size, degree of complexity, and similarity 
with which the coastlines, cities and ships are drawn; a 
characteristic emphasis within a group on particular features, 
such as cities, mountains or ships; the way the mountains 
are modeled and shaded; and the palette of colors used. 

Some of these styles are so distinctive and internally 
consistent that it is probably safe to attribute them to a 
particular hand. In other cases, however, variants within a 
particular style may point to more than one artist working 
in that manner. A large group of maps towards the front of 
the manuscript, for example, are characteriz.ed by a palette of 
bold colors and mountain ranges in the form of a series of 
single humps with shading applied in narrow, fine lines. In 
some instances, however, the shading is applied horizontally 
to give roundness to the mountain form; in others it is 
applied vertically to elongate the form. Varying degrees of 
care taken in the application of both types of shading may 
also indicate the hand of different artists. 

Moreover, within this group of maps, at least two 
styles are apparent in the rendering of the ships. Some 
maps contain highly detailed ink drawings of ships &om a 
variety of perspectives, with no paint added. Others have 
ships sketched summarily in ink from a side view, with 
paint added to the drawing, especially co the sails. More 
research is necessary to establish dear correlations between 
styles of ships and the styles of the maps on which they 
appear, since the ships are a relatively extraneous element 
in the composition of the maps and could have been 
added later, conceivably by another artist. 

The clustering of styles in these maps corresponds co 
some degree to the structure of the book Maps of a particular 
style often correlate with all or conjoint parts of a gathering. 
The maps on folios 157-166, for example, exhibit an 
identifying style and also form a single quinion. Another 
style is found in two dusters, folios 187-188 and 195-196, 
separated by a different style on folios 189- 194. This 
arrangement manifests the structure of that particular 
gathering: folios 187 / 196 and 188/ l 95 are conjoin ts and 
make up the outer two leaves of the gathering, while folios 
189/194, 190/193, 191/192 are the conjoint inner three 
leaves of the gathering. On the other hand, in many 
instances a single map in a gathering is executed in a style 
that differentiates it from any stylistic groupings in that 
gathering. These single maps, moreover, are usually different 
in style from one another. 

There are at least eight different groups of maps with 
scalloped coastlines in the manuscript that probably char
acterize the work of different arrists.12 This count does not 
include the scribe, the artists responsible for the handful of 
maps of world views and full-page cityscapes, nor those 
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responsible for the several scalloped coastline maps char full 
outside the stylistic groupings enumerated above. Ir is ~ible, 
of course, for a single individual co have played more than 
one role in the project or worked in more than one style. 
Since the atlas was produced over a period of time, the artists 
counted also need not have been working in the atelier 
simultaneously: some styles are confined co a specific section 
of the manuscript while others appear at scattered points 
throughout the atlas. Nonetheless, a rough idea of the number 
of people involved in the manuscript's production gives 
some insight into the size and organuational complexity of 
the workshop. If it were an atelier outside the palace, of 
necessity it would have been a fairly large commercial 
enterprise, with a steady source of patronage and sufficient 
commissions co engage so many workers. 

DATING THE MANUSCRIPT 

The late seventeenth-century daring of the Walters' manuscript 
has been questioned on the grounds that ar least rwo of its 
maps contain information available only in the eighteenth 
century. The first is a world view (fol. 40b), based on a map 
produced in Europe by Guillame de risle and published 
in 1724. B The other map (fol. 374a) is of the Caspian Sea, 
based on a survey made in 1700 with the earliest printed 
versions appearing in 1712.14 t 

Physical evidence chat these maps are lacer additions 
to some original conception of the atlas is unequivocal. 
Three types of paper were used in the manuscript, identified 
by three different watermarks and one countermark. The 
three types are very similar: all are ivory-white laid papers, 
of comparable thiclmess and chain and laid line spacing. 
The fuse type of paper has a watermark, which always 
appears near the center of a folio, featuring the letters 
AP with a small trefoil underneath. This watermark is 
associated with a countermark of a lion rampant, always 
appearing near the middle of the conjoint folio.•~ The 
second type shows almost the same watermark, the letters 
AP and trefoil, but surmounted by a scroll motif. This 
watermark always appears on the side of a folio. The third 
watermark is an oval cartouchc with an interior design, 
which appears near the center of the folio. The conjoincs 
of all the leaves with the second watermark are blank. The 
third watermark is present on only one leaf, which lacks a 
conjoint, as a small extension of the leaf serves co hook ic 
into che gathering. 

The use of these three types of papers is reveaJjng. The 
first type constitutes the bulk of the manuscript; only five 
bifolia are formed of the second type and a single leaf of 
the third. Of the two maps in question, the worldview is on 
the third type of paper and the map of the Caspian Sea on 



chc second cype. Their presence on supporcs different from 
the original provides evidence for their later insertion. 16 Ir 
also follows then that the thirteen ocher maps on the second 
type of paper arc lacer additions as well.11 

Examination of the foliation of the manuscript confirms 
char the leaves made of the second and third types of papers 
arc indeed lacer insertions. The first four leaves in the 
volume, including the table of contents and first page of 
ccxr arc unnumbered. Then, beginning with the next leaf, 
numbered 4, all those on the fuse type of paper are foliated 
sequencially at the center fore-edge margin on side a of each 
leaf, in a single hand, through folio 360. However, chose 
maps on the second and third types of papers interspersed 
within the first 360 leaves are all unnumbered and were 
surely inserted after the initial foliation. 

The situation grows more complex, however, after folio 
360, in chc last nine leaves of the manuscript. The first 
five-a blank leaf and four leaves with map illustrations
arc on the second type of paper, added later; the last 
four-a blank leaf and three leaves with text-are on the 
original fuse type of paper. In this sequence, the first blank 
leaf is unnumbered while all the rest are numbered, but in a 
smaller hand and closer to the fore-edge than in the preceding 
pare of the manuscript. Though many of these smaller folio 
numbers are partially trimmed, this second numbering 
begins with folio 361, where the earlier numbering left off. 

The change in the foliation raises several questions. 
Why were the text pages on the first type of paper not 
numbered as they are in the rest of the manuscript? Did 
the scribe simply forger, and then some years later, when 
additions were made at the end of the manuscript, both the 
additions and these text pages were numbered sequentially? 
Or could the additions have been made while the manuscript 
was still in production, before the first numbering had 
been completely finished? In the latter case, the additions 
incorporated into the textblock after that point could be 
foliated in order, as is observed here. The two scenarios 
suggested by these questions lead to very different conclu
sions about the dating of the manuscript. The manuscript 
may have been completed in the late seventeenth century 
and some maps added thirty to fifty years later, or the 
manuscript may have been commissioned in the second 
quarter of the eighteenth century and additions made to it 
as it neared completion. 

Dating information provided by the watermarks is not 
conclusive. No close parallel has been found for the third 
watermark. A watermark with AP and trefoil, referenced 
in Edward Heawood's Monumenta Chartae Papyraceae, 18 

is from a Venetian paper dated 1693-96, a plausible place 
of origin for the paper given the many commercial contacts 
between Venice and the Ottoman Empire. Although the date 
of the reference watermark accords with a late seventeenth-
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Fig. 4. The present configuration of the lase two gatherings in the 
manuscripr is compared with a posited original configuration of these 
gatherings. The difference requires only the rocation of a single leaf 
about irs foldline. 

century date for the Walters' manuscript, it does not preclude 
the possibility of the paper's manufacture and the manuscript's 
production in the second quarter of the eighteenth century. 
Papermaking workshops were conservative; after a lapse of 
only thirty to fifty years, it would have been possible to find 
artisans in the same workshops producing paper on the 
same types of moulds with the same types of watermarks. 

In the first scenario, in order to incorporate additional 
maps after the atlas was completed, the codex would need 
to have been entirely taken apart and rebound. Rebinding 
is evidenced by the manuscript's present binding, probably 
Safavid Persian in origin.'' Although roughly contemporary 
with the manuscript, it is not the manuscript's original 
binding; rather than being cut flush to the edges of the 
textblock, as is invariably the case in original Islamic bindings, 
the covers extend about a centimeter past the edges of the 
textblock. 20 Despite the lack of material clues to indicate 
when the present binding was joined to the textblock, it is 
unlikely that this event would have occurred only thirty to 
fifty years after the manuscript was completed. Recycled 
bindings are not uncommon on Islamic manuscripts 
because the textblock and binding are relatively weakly 
attached in Islamic binding structutes. Nonetheless, in the 
Ottoman milieu of the late seventeenth and early eighteenth 
centuries, such an important and swnptuously illustrated 
manuscript would have merited its own binding, made to size. 
The present binding is likely, therefore, to have been added 
to the book at a much later date, probably to compensate 
for the loss of, or damage to, its original binding. 

Further evidence for rebinding comes in the form of five 
wormholes at the back of the manuscript. In characteristic 
fashion, the worms ate through the pages creating a conical 
hole, wider at their entry point and narrower as they 
penetrated the textblock. Starting with the last leaf of the 
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Fi~. 5a, b. W. 638, fols. 308b and 310a. Similar derails on folio 308b-an original map (left)-and folio 310a-an added map (righ1)-are illustr.ucd. 

manuscript, folio 378, these holes can be followed through 
the leaves as they grow progressivdy smaller. Four of these 
holes stop at folios 372 and 371, a conjoint bifolium, and 
a small wormhole through these two leaves appears in a 
new location. However, on the blank folio preceding folio 
371, all five of the original wormholes reappear, larger in 
diameter than previously seen, with no trace of the new 
wormhole on folios 372/371. The unique wormhole on 
these latter leaves can be explained if the paper had been 
earen before it was put into the manuscript, but worms 
could not have eaten holes on each side of a leaf without 
eating the leaf between. The explanation for this anomaly 
lies in a reconfiguration of the last two gatherings by the 
movement of one leaf (fig. 4). In its present configuration, 
the blank folio with the largest wormholes and its conjoint, 
folio 373, form the outer bifolium of the second-co-last 
gathering. ff the last two gatherings are taken together and 
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the blank folio with the wormholes is rotated around its 
foldline, it and its conjoint now become the oucer bifolium 
of the last gathering. This change in the posirion of the 
blank leaf aligns the wormholes both by size and position 
and makes the foliation sequence continuous. Yet for the 
blank leaf to have been rotated into its present position, 
the gatherings would have had co be disengaged from the 
cexrblock, presupposing that they were removed from their 
binding at the rime. By the rime of its rebinding, however, 
the maps on the second and third types of paper had 
already been added since the wormholes appear in both 
the original type of paper and the added paper. 

Because of the variety of palettes used in the creation 
of the original maps, no significance could be ascribed ro 
any differences in the paint of the added maps. However, 
the palette used throughout the atlas for the ruled lines was 

much more restricted and a consistent difference in the 



ourcrmoSt blue ruled line on the original and added maps 
was disccmable when these lines were viewed with a stereo 
binocular microscope. Under magnification, the pigment 
particles in these lines on the original maps generally vary 
fiom very pale co medium blue and seem sparkly and dearly 
ddincx:l By concrast, on the added maps the pigment particles 
in these blue ruled lines cannot be easily differentiated and 
exhibit a distinctive grayish or brownish cast. In both the 
original and added maps, the blue colorant was identified 
as smalr, a cobalt--concaining blue glass/' The grayish or 
brown.ish qualicy of the blue paint in the ruled line on the 
added maps may be due to smaller pigment size22 or to 
some small difference in filler or binder in that batch of the 
painr. This result confirms chat the maps on the second 
and third types of paper were ruled at a time different from 
those on the original paper, commensurate with their having 
been added later. And the use of the same paint in both 
cases rends ro support the hypothesis chat a rdatively small 
amount of time elapsed between the making of the original 
and lacer maps. 

The identification of smalt in this albwn is notewonhy 
since, co the author's knowledge, smalt has been reported 
in only one ocher analysis of paints carried our on Islamic 
or Near Eastern miniatures. u It has been identified in 
Byzantine wall paintings, which offers one mechanism by 
which Onoman artists might have become aware of it.;u 
On the ocher hand, it was also used widdy as a pigment in 
Europe during this period. Its presence in this manuscript 
might indicate that Ottoman curiosicy about the geographic 
information contained in Western maps extended also to 

Western artistic technical innovations. Venice, the source of the 
manuscripts paper, was also a major center of glass production 
and glass technology. To further emphasize that connection, 
only four illustrations in the entire manuscript extend across 
facing pages: one of these is a striking view of Venice. 

As described earlier, clusters of consecutive maps often 
display the same palette and stylistic features that point to 

the responsibility of a single artist for all the maps in chat 
group. While most of the added maps fall outside these 
sryliscic groupings, in one cluster-chose relating to the 
Nile River (fols. 303-310)-the uniformity of the palette 
and style on both original and added maps is significant. 
With the exception of one conjoint, folios 307/310, all of 
the leaves in this group are original. Although technical 
analysis was not performed on the paints, the tonal qualities 
of the paints on the original and later maps in this section 
(with the exception of folio 305, discussed below) are 
indisringuishable. Moreover, these maps share many other 
virtually idencical details: the way the mountains are shaded 
and the villages sketched, the green outline along the river, 
and the depiction of the date palms (figs. 5a, 5b). 

These same details can be compared with similar features 
on other original maps, on folios 302a and 305a, thematically 
linked to this cluster but falling outside its stylisric grouping. 
On the former, the date palms and buildings are treated 
very differently and the river is much smaller in scale and 
lacks a broad outline. On folio 305a, the city of Cairo is 
depicted, and again, the manner in which the date palms 
and buildings are drawn as well as the use of a different 
palette indicates that the artist for this map was probably 
not the same person who produced the rest of the Nile 
maps in this seccion. 

From these observations it can be seen that no effort 
was made to use the same style in all the original maps in 
this chemacic grouping. Nor is there any indication elsewhere 
in the atlas that importance was placed on sryliscic uniformity. 
On the contrary, stylistic differences among its maps clearly 
reflect the many hands involved in produccion of the atlas. 
So if the maps on folios 307 /3 l O were inserted many years 
after the original was finished, why would extraordinary 
efforts have been made only in this one section on the Nile 
to make the addicions identical in both palette and style? 
The remarkable similarity of the original and later maps in 
this section is better explained by their having been produced 
by the same artist using the same paints. 

CONCLUSION 

Eleven leaves, identifiable by their different supports and 
by absent or different foliation, were added to the atlas 
after the bulk of it had been produced. Among these later 
addicions are maps so similar in style to those contained in 
the original manuscript that they must have been the work 
of the same artist, separated in creation by a relacively short 
amount of rime. The interruprion and change in foliation 
at the end of the manuscript may indicate the moment in 
the atlas's production when the decision was made to 
incorporate these additional maps. Since two of the additions 
bear cartographic information that dates them to the early 
eighteenth century, the manuscript itself, which seems to 
have been in produccion when the additions were made, 
must also be assigned this date. The impact of this change 
in the daring of the Walters' manuscript on the daring of 
other closely related copies of the IGtab-i Bahriye should 
now be considered, as should the larger genealogical 
framework of these fascinacing and complex documents. 

Paul Hepworth is a conservator in private practice in Istanbul 
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FABULOUS, FAN TASY, OR FAKE? 

An Examination of the Renaissance Jewelry Collection 

of the Walters Art Museum 

TE RRY DRAYMAN - WEISSER AND MARKT. WYPYSKf 

In 1978 over a thousand drawings attributed to Reinhold 
Vasters, a nineteenth-century silver- and goldsmith from 

Aachen, Germany, were discovered in the archive of prints 
and drawings at the Victoria and Albert Museum in 
London. At the time, decorative ans scholars were stunned 
when they realized the implications of these drawings, 
which had gone unnoticed since they entered the museum's 
collection as a gift in 1919. The donor had purchased the 
drawings the previous year from London dealer Murray 
Marks' sale, where they were described as ''A set of de5igns in 
paint, colour and pen and ink, representing cups, crucifixes, 
ecclesiastical ornaments, flagons, dishes in crystal, onyx, &c 
with designs of gold and enamel mounting for the same by 
Vosters [sic] and others-on cardboard, seven parcels."' 
The initial supposition was that these drawings were Vasters' 
records of spectacular Renaissance objects. What came as 
a surprise was that some drawings included instructions on 
color and execution, notations more in keeping with 
designs intended for creating new objeets in an older style. 

Charles Truman, then the Victoria and Albert Museum's 
assistant keeper of ceramics, was the first to bring the 
implications of the Vasters material to the attention of the 
art world. In an article published in the March 1979 issue 
of The Connoisseur he cautioned, "in the light of present 
knowledge those pieces which do occur in the Vasters 
collection should be treated with the utmost skepticism."2 

In reaction, many museums with European decorative arts 

objects from the sixteenth and seventeenth centuries, 
including the Walters, focused anew on their collections, 
seeking to confirm or deny any relationship with Vasters' 
drawings. A number of previously unquestioned Renaissance 
objects in these collections, including jewelry, were 
immediately considered dubious, sometimes resulting in 
their removal from view. To this day, scholars are dealing 
with questions raised by these drawings.3 

In 1986 Yvonne Hackenbroch, at the time curator 
emeritus of European sculpture and decorative arts at the 
Metropolitan Museum of Art, published an extended article 

The Journal of the Walters Art Museum 63 (issue year 2005; published 2009) 

in which she matched Vasters' designs with objects thought 
to be Renaissance in the Metropolitan Museum of Art's 
collection and in those of other (primarily American) 
collections, including that of the Walters Art Museum.4 It 
is interesting that Hackenbroch's Renaissance Jewellery, 
published in I 979 and written just before the revelation of 
Vasters' drawings, does not question the authenticity of 
the jewelry. The discovery of the drawings subsequently 
led Hackenbroch and others to completely reevaluate their 
understanding of the jewelry of this period. Since mentioned 
in Marks' sale inventory, many of the drawings depicted 
Renaissance-style "jewels," small objects of personal adornment 
made of precious materials.5 Many of the jewels were in the 
form of gold pendants incorporating miniature sculptural 
and architectural elements embellished with colorful painted 
enamel, gems such as rubies, emeralds, and diamonds, as 
well as asymmetrical baroque pearls. A number of Vasters' 
drawings appeared to relate directly to jewels catalogued as 
Renaissance in major collections. Two appeared to correspond 
to works in the Walters: a pendant with a personification 
of Fortitude (44.622, figs. la-c), and an unusual double
sided jewel depicting David and Goliath on one side and 
Judith and Holofernes on the other (44.424, figs. 2a-<:).6 

In 1991, pursuant to in-house discussions about the 
Walters' jewelry, Joaneath Spicer, the James A. Murnaghan 
Curator of Renaissance and Baroque Art at the Walters, 
invited Hugh Tait, then deputy keeper of medieval and 
later antiquities at the British Musewn and a specialist in 
Renaissance jewelry, to examine the collection. During his 
examination, Tait questioned the authenticity not only of 
the two pieces related to Vasters' drawings, but also of a 
number of other jewels previously identified as 
Renaissance in the 1979 catalogue of the Walters' jewelry 
collections, ]ewehy, Ancient to Modern. 

Further complicating the ongoing reevaluation of 
Renaissance jewelry in many collections, Rudolf Distelberger, 
then director of the Kunstkarnmer and the Schatzkammer 
of the Kunsthistorisches Museum in Vienna, revealed in 1993 
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that Alfred Andre, a well-known and highly regarded 
Parisian goldsmith and restorer of ancient, medieval, and 
Renaissance objects active in the late nineteenth and first 
decade of the twentieth century, was also making new 
objects in the Renaissance sryle.7 The following year the 
Art Newspaper alerted the wider art world to Distelberger's 
disconcening discovery: ''A new faker has been unmasked 
and works on display in major museums are now revealed 
to be fabrications of the nineteenth cemury."8 

Distelberger reponed that Alfred Andre's living descen
dants possessed hundreds of models and casts relating to 
the pieces he had produced. Some of the models retained 
notes on the type of enamel, the number of pieces required, 
and the gems to be used.9 Distelberger divides the models 
into three groups: 

1. Casts of old originals. . . ; labeled as such 
and kept in small individual boxes. 

2. Models for restoration, or for additions 
to old pieces ... [and] 

3. Models for new productions.10 

V. A. II 

In 2000 Distelberger published photographs of a small 
portion of Andre's casts and models. 11 In the caption ro a 
photograph of one of Andre's models, he points our its 
relationship to one side of the Walters' double-sided pendant, 
the side depicting Judith and Holofernes (see fig. 6d) .11 In the 
1993 publication he had already noted other Andre models 
for a front and reverse char relate directly co another Walters' 
jewel known as the Diana Pendant (44.442) (figs. 3a-<:).u 

Interestingly, although Vasrers (in Aachen) and Andre 
(in Paris) lived and worked more than 250 miles apan and 
may not have shared a common language, they appear ro 
have had a working relationship through Frederic Spitzer 
(1850-1890), a well-known Viennese collector and dealer. 
Spitzer is described in the literature as a charming, C06JllOpolitan 

figure with prosperous clients and highly developed businc:$ 
acumen. 1◄ It was through Spitzer that many of Vasrers' and 
Andre's ninereenrh-cennuy creations entered collections as 
genuine Renaissance jewels. Truman reporcs that "no less 
than twenty-one pieces from the Spitzer Collection appear 
in part or in whole in the Vasters drawings."15 

Ftg. la. Reinhold Vam:rs, German, 1827-1909. 
Drawing for Fortitude pendant, Victoria and 
Alben Museum, London (E.2801-1919) 

Fig. 1 b. Personification of Forti rude pendant. 
Enamel, gold, pearls, diamonds, and ruby, height 
12.7 cm. Balcimore, Walters Art Museum, 
Prcscmcd by the Tu= of the Pierpont Morgan 
Library, New York, 1951, in memory of Belle da 
Costa Greene (44.622), obverse, currcm scare 

Fig. le. Pcrsonificaaon of Fortirudc pcndmt 
(44.622), reverse. showing repaus 
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I 
V.A M. 

Fig. 2a. Reinhold Vasters, German, 1827-1909. Drawing for Double-sided pendant, Victoria and Albert Museum, London (E.2487-1919) 

Fig. 26. Double-sided pendant with David and Goliath. Gold, enamel, 
pearls, rubies, diamonds, height 5.3 cm. Baltimore, Walters Art 
Museum, bequesc of Henry Walters, 1931 (44.424), currem stare 

Fig. 2c. Double-sided pendant with Judith and Holofernes (44.424), 
current state 
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Fig. 3a. Diana pendant. Gold, enamel, pearls, rubies, and diamonds, 
6.67 x 5.24 cm. Balrimore, Walters An Museum, bequest of Henry 
Walters, 1931 (44.442), obverse, current scare 

Fig. 36. Diana pendant, 44.442, reverse, current scate 

Fig. 3c. Al&ed Andre, French, 1839-1919. Models for from and teverse of Diana pendant {right) and another pendant with che same c.emral 6gutt 
and a d.ilferenr mount (left). Pcivate collection 

84 



MAKfNG "OLD THINGS" IN THE 

NINETEENTH CENTURY 

The nineteenth century was a period of social upheaval, 
both in Europe and America. Inspired by the French 
Revolution (1789-99), popular uprisings throughout Europe 
at mid-century sought to replace absolute monarchies with 
constitutional governments. At the same time, with the 
rise of nationalism, liberalism, and, especially, anticlericalism, 
the Roman Catholic Church was forced to undergo 
restructuring as it lost its political and economic clout. In 
some cases, church property was confiscated. The disruption 
that followed in the wake of these events led ro the break-up 
and dispersal of great aristocratic and ecclesiastical collections 
that previously had rarely been seen on the market. 
Demand for these items was heightened during the reign 
of Emperor Napoleon III (r. 1852- 70) with the revival of 
court balls and Renaissance-style costumes and pageantry 
(see fig. 4). In America, collectors like William and Henry 
Walters and J. Pierpont Morgan, whose wealth derived 
&om the nation's rapid industrialization, emerged as 
important buyers in European markets, attracted by the 
glittering treasures being dispersed from some of the 
princely houses in Europe. The demand for these rarities 
apparently was so great that shrewd and unprincipled 
businessmen provided eager buyers with new precious 
objects in older styles. 

It seems likely that Spitzer, with offices in both 
Aachen and Paris, recognized the talents of Vasters and 
Andre, and perhaps others as well, for creating convincing 
objects in older styles and that he played a major role in the 
sale of their works. A number of Andre's jewelry creations 
were based on designs by Vasters, and Spitzer had many 
pieces by both craftsmen in his collection. 16 Many of these 
objects were sold to wealthy American collectors as sixteenth
and seventeenth-century originals. In Dresden in 1909, 
the year of Vasters' death, Stephan Beissel published a 
book on art forgeries in which he named Spitzer as the 
employer of top-quality artists in Aachen, Paris, and 
Cologne who had been engaged in the manufacture of 
"old things" for almost fifty years. 17 

Vasrers, Andre, and Spitzer were not the only individuals 
involved in making "old things" during the nineteenth 
century, 18 but they are the ones about whom significant 
material has been brought to light. A review of their working 
practices, to the extent that it can now be outlined, is essential 
to an assessment of the complicated and sometimes 
conflicting evidence that has been devdoped during the 
study of the Renaissance jewelry in the collection of the 
Walters Art Museum. 

Fig. 4. Eugene Luni, French, J 800-1890. Study for a painting of a 
costume ball given by the princesse de Sagan, 1883. Watercolor on 
paper, 53.4 x 38.1 cm. Baltimore, Walters Arc Musewn, museum 
purchase, 1983 (37.2607) 

REINHOLD VASTERS, ALFRED ANDRE, 

AND THEIR RELATIONSHIP 

WITH FR.ED.ER IC SPITZER 

REINHOLD VASTERS 

Vasters was born in 1827 in the town of Erkdenz near Aachen, 
Germany.19 The son of a locksmith, Vasters' talents as a silver
and goldsmith were recognized early on. In 1853, at the age 
of only 26, he entered his maker's mark as a goldsmith in 
Aachen and in that same year was appointed restorer to the 
Aachen Cathedral treasury.20 Vasters, among other goldsmiths, 
was employed not only to restore but also to replace damaged 
liturgical objects for an exhibition of the cathedral's treasures 
in 1860.21 In the context of the revivalist tastes of the time and 
the restoration ethic of making new parts indistinguishable 
from the original, Vasters' assignment would not have 
been unusual. As a result of such work, Vasters developed 
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a fine reputation specializing in liturgical objects in the 
style of the Middle Ages. That he moved several times 
between 1861 and 1870 to progressively more affiuent 
residential locations indicates that he was prospering.22 

Although Frederic Spitzer had established himself as a 
successful collector and dealer in Paris, in 1855 he also 
opened an office in Aachen, the same city where Vasters had 
taken up residence. According to Hackenbroch, there were 
stories circulating in Aachen about Spitzer's duplicitous 
nature. It was said that he "induced the local clergy to let 
him have old liturgical objects, arguing that in a damaged 
condition these had lost most of their value. Moved by 
deep-rooted antiquarian concern, he was nevertheless willing 
to acquire such objects and to replace them with new ones, 
made to serve their specific liturgical purposes even better, 
while preserving the appropriate 'medieval' sryle."23 The 
damaged old objects that Spitzer collected in Aachen may 
have served him well in his antiquarian business in Paris. 

Vasters' reputation for work with old liturgical objecrs 
undoubtedly attracted Spitzer's attention. In Vasters, 
Spitzer would have found a craftsman who could skillfully 
integrate damaged parts of old objects imo new settings, 
creating works that could be sold as convincingly complete 
old objects. We know that Vasters did restoration for Spitzer 
since a note in the inventories of the Victoria and Albert 
Museum refers to Vasters and a sixteenth-century German 
enamel relief belonging to Spitz.er: "Restored by Vasters. See 
photo with alternative setting shown by Murray Marks."24 

That Vasters remained in residence in Aachen likely 
gave Spitzer greater freedom co carry out his deceptions 
successfully in Paris, since there would be no contact 
between Spiczer's clients and Vasrers'. It may also have 
limited Vasrers' knowledge of Spitzer's duplicitous activities. 
Vascers continued to prosper, amassing an art collection 
that was included in exhibitions in Dusseldorf in 1880 
and 1902. A remark by Edmund Renard regarding the 
1902 exhibition is the only known concrete, contemporary 
reference co a relationship between Vasters and Spitzer: 
"Among the smaller private collections, that of the Aachen 
goldsmith Reinhold Vasters offers a highly characteristic 
picture; throughour one notes the specialist and rechnician. 
Several decades of cooperation with the greatest genius 
among nineteenth-century collectors, Spitzer, have had a 
distinct influence on the formation of the collection."25 

Vasters was living in retirement by 1895. He died in 1909, 
and his effecrs were sold in 1912, including the drawings 
purchased by Murray Marks. 
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ALFRED AN DRt 

Much less is known abour the life of Alfred Andre. He was 
born in Paris in 1839 and by the age of 20 had opened his 
own shop.26 Where he trained as a goldsmith is not clear. 
It is known that he srudied and reproduced earlier enameling 
techniques, and like Vasters, specialized in the restoration 
of medieval objecrs, as well as those of the Renaissance. :7 

According to Distelberger, 'J\ndre's reputation as a restorer 
of gold and enamel work was unsurpassed in all ofEurope. "14 

He must have been quite successful in his business since in 
1880 he bought a large house in a fashionable district of 
Paris where he devoted the house's left wing to workshops 
in which he employed other goldsmiths, hardstone carvers, 
and ceramists. 29 

In what must have been a highlight of Andre's career, 
he was com.missioned to restore a Milanese rock crystal 
casket in the Escorial. Discelberger speculates that 'J\ndrc 
received this commission because of his international 
reputation as a restorer with a great sensitivity to various 
styles."30 Andre traveled to Madrid in 1885 to deliver the 
restored casket in person, and the queen was so pleased 
with the result chat she bestowed upon Andre the "croix de 
chevalier de l'Ordre de Charles ill." At the queen's request, 
Andre inscribed the bottom of the casket, identifying 
himself as the rescorer.J1 

Distelberger's revelation in 1993 that Andre had also been 
in the business of creating new jewelry in the Renaissance 
style came as a disquieting surprise. Major museums and 
collectors had used Andre's restoration services, and he had 
been responsible for the treaonent of many significant works 
of an. Those who knew of Andre's slciJJs and reputation as 
a master restorer were loath to believe that he might also 
have been a forger. 

It is not known when Andre met Spitzer, bur the laccer 
moved his headquarters from Vienna to Paris in 1852 and 
employed Andre co work on objeas in his collection. We 
know that a number of Andre's works, many based on Vasrers' 
designs, appeared in an 1893 Spitzer sale catalogue. 
Truman has suggested that Vasters was not a jeweler and 
that "it seems likely that his designs for goldsmith's work 
and jewelry were exeruted by the Paris workshops of Alfred 
Andre."'2 According to Discelbergcr, Spit2.cr "apparcncly 
commissioned Andre and Vasters to produce objeas in the 
style of the Renaissance, then presented them in his 
collection as originals of the sixteenth century." '' Andre 
began turning over his restoration business co his son, 
Leon, in 1905 and had fully retired by 1907." He died in 
1919, the year that Vascers' drawings entered the Viaoria 
and Albert Museum's collection. 



A QUESTION OF INTENT 

It is stated or (more often) implied in the current literature 
that Vasters and Andre were "forgers" or "fakers." 35 ff those 
labels are defined by intent, we must ask: Did Vasters and 
Andre know that Spitzer was selling their works as sixteenth
and seventeenth-century originals? Hackenbroch suggests 
that Vasters initially "may not even have fully realized that 
objecrs executed by him or from his designs were to be passed 
off as rare survivals of medieval or Renaissance art."36 The 
note in the Victoria and Albert Museum's inventories 
referring to Vasters' restoration of Spitzer's sixteenth
century German enamel relief, moreover, indicates that an 
alternate setting had been designed. This may indicate that 
the creation of new settings during restoration was considered 
acceptable practice, in which case Vasters and Andre may 
have been innocent of deception. They might simply have 
been responding to what they believed to be legitimate 
requests from Spitzer and others for jewels celebrating earlier 
styles in the prevailing spirit of historicism. Or they may 
have been carrying out what they considered restoration 
services, providing new parts for damaged Renaissance 
jewels, or embellishing or updating older pieces with new, 
more fashionable settings. That Vasters was embellishing 
existing pieces is suggested by his notations on a drawing 
giving details on the rim of a lid. Truman quotes the trans
lation from the German: "This gold surface very thin but 
I think I can enamel this design into it."37 

Certainly restorations known to have been done by 
Andre seem deceptive by today's standards, but at the time his 
much-sought-after restorations were considered masterful, 
returning objects to their original glory. Heavily restored 
objects were not considered fakes, a fact that is illustrated 
by Andre's restoration of the Escorial casket, mentioned 
previously, for which he was honored by the queen of Spain. 
According to Distelberger, Andre's restoration of the casket 
(figs. Sa, b) included the following additions: "four satyrs on 
the base, the four caryatids at the corners, the four sirens on 
the lid, eleven old and four new cameos together with their 
settings, one hundred ornaments made of enameled gold, 
and many gold ornaments in the spaces in between."38 

In considering nineteenth-century attitudes toward 
restoration, it is instructive briefly to review the pra.ctices 
of Salomon Weininger, who was active in Vienna at the 
same time as Vasters and Andre, although Weininger died 
in prison in 1879 while serving time for his fraudulent 
activities. Weininger's general mode of operation was to offer 
his services as a restorer to such august Viennese institutions 
as the Geistliche Schatzkammer of the Austrian Empire 
and the musewn of the dukes of Modena. He would agree 

to restore an object from the collection but instead created 
a copy, which he returned in place of the original; he would 
then sell the restored original to a collector for a large sum of 
money. Weininger was able to get away with this, according 
to the noted art historian John F. Hayward, because it was 
the fashion to restore works of art using drastic methods. 
"The fact that the pieces returned by Weininger looked 
new-which they were-was presumably accepted as 
proof of the effectiveness of the restoration." 39 

Among Vasters' drawings in the Victoria and Albert 
Museum are designs for an ebony house altar decorated 
with enameled gold mounts in the style of the sixteenth 
century-the only drawings with French (rather than 
German) annotations.40 The object that corresponds to 
these drawings was in -the collection of the Paris branch of 
the Rothschild family. The notations may be instructions 
to a French craftsman who was working from Vasters' 
designs, or the drawings may have been executed by a 
French designer-perhaps even Andre himself; after all, 
the dealer Murray Marks described the drawings as by 
Vasters and others. There is also a possibility that the 
Rothschilds requested a house altar in sixteenth-century 
style, and that the drawings were annotated in French for 
their approval and therefore were not intended to deceive. 

Vasters and Andre might well have known that Spitzer 
was passing off their new works as old. Certain! y, there were 
suspicions in the contemporary art world about Vasters' 
creations. In 1912, only three years after Vasters' death, 
Edward Strange, keeper of engraving, illustration, and design 
at the Victoria and Albert Museum, commented that Vasters' 
drawings were, "designs for goldsmiths' work, many pieces 
of which ... have been placed on the market as old work. A 
few of the designs are genuine old 16th century Italian work; 
and it is curious to note how Vasters has developed the themes 
thus supplied to him into compositions of similar narure."41 

One piece of evidence initially suggests that even if 
Vasters was unaware of the deception at the beginning, he 
eventually must have known. A six-volwne illustrated 
catalogue of Spirzer's collections was produced between 
1890 and 1892 (Spitzer died in 1890 and never saw the 
final version). When Spitzer's collection was sold in 1893, 
a two-volume catalogue was published using the entries 
from the six-volume set, along with plates showing objects 
in the colleccion.12 Many of the designs for the objects in 
the catalogue were by Vasters, but they were labeled as 
authentic pieces of an earlier date.43 Certainly it could be 
argued that Vasters, whose extensive library contained 
copies of both catalogues,44 would have recognized his own 
pieces in these volumes and would have been aware of the 
deceptive entries. However, according to Hackenbroch, by 
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Sa. ltalian ctSket, before 1593, from the Escorial collection, Madrid, before restoration. Engraving by C. E. Wilson, from Edmond Bon.naff~ u coffer, 
de L'Esc11rial (Paris: lmprimerie de !'Art, 1887), 23 

1895 references co Vasters described him as a retired person, 
or a man of private means (Marc Rosenberg states that 
Vasters retired in 1890),45 indicating that he could nor 
have seen the catalogue enrries until around the time he 
retired. Since Andre's business was in Paris, where Spitzer 
was a well-known dealer, and since Andre also did restoration 
work for many of the buyers who were deceived by Spitzer, 
Andre is more likely than Vasters to have been aware of 
Spitzer's deceptive claims of authenticity. 

Vasters and Andre, as well as other nineteenth-century 
goldsmiths working in older styles, had access co and rook 
inspiration from sixteenth- and seventeenth-century 
engravings and drawings depicting designs for jewels for 
the wealthy by notable craftsmen such as Virgilius Solis 
(1514-1562), Match.is Ziindr (ca. 1498-1572), Hans 
Collaerr the Elder (ca. 1530-1581), Theodor de Bry 
(1528-1598), and Erasmus Hornick (d. 1583). Another 
likely source during this period were the sixteenth-century 
designs submitted as part of the test for acceptance into 
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the guild of goldsmiths, such as the drawings in the 
Spanish Llibres de Passanties de/ Grem; d'argentm de 
Barcelona (Arxiu Historic de la Ciurat de Barcelona). 

A STUDY OF THE WALTERS ART MUSEUM 'S 

RENAISSAN CE JEW ELRY COLLECTION 

With the above history in mind, a technical study of the 
Walters' Renaissance jewelry collection began in 2001 in 
preparation for the reinscallacion of the museum's Palazzo 
galleries. One-hundred and twenty pieces of jewelry in the 
Walters' collection are catalogued as sixteenth or seventeenth 
century in jewelry, Ancient to Modem (New York and 
Baltimore, 1979). Thirty-seven arc documented as being 
purchased by Henry Walters through various dealers, the 
earliest recorded in 1893. OnJy rwdvc arc documemcd as 
entering the collection after Henry's death in 1931. We may 
assume char seventy-one pieces with no recorded history 
were acquired before 1931, since thereafter a prof~ional 



5b. Italian casket from the ucorial collecrion aft:er restoration in 1885 by Alfred Andre. Engraving by C. E. Wt.Ison, from Edmond Bonnaffe, le coffi-et 
de l'F.smrial (Paris: lmprimerie de !'Art, 1887), 25 

registrar began systematic documentation of the collection. 
At least two pieces, the double-sided pendant depicting 
Judith and Holofernes and David and Goliath (44.424) 
and a pendant with a personification of Fortitude (44.622) 
are documented as originally part of Spitzer's collection.46 

Although it was known that some pieces in the 
Walters' collection had been restored, the dating of the 
jewelry had not been questioned until the publication of 
Vasters' drawings and images of models and casts from 
Andre's workshop production came to light. Due to the 
questions raised by these discoveries and by the Renaissance 
jewelry specialist Hugh Tait, Joaneath Spicer supported a 
technicil study of the museum's Renaissance jewelry collection. 
Generous funding for the study was provided by the Richard 
C. von Hess Foundation. What separates this research on 
our collection from that of the past is the use of chemical 
analysis and the availability of comparative analytical data 
from studies of Renaissance-period and lacer enameled 
objects in other collections, e.g., from enameled objects in 

the Metropolitan Museum of Art,"7 providing a degree of 
certainty not previously possible.48 Being able to date objects 
more securely with analytical data, moreover, allowed us to 
train our eyes to make more subtle visual distinctions with 
a greater degree of confidence. 

Many of the Walters' Renaissance jewels are in the form 
of gold pendants, crucifixes, hat badges, dress ornaments, 
and chain links lavishly embellished with gemstones, 
pearls, and enamel, the last valued for its color and visual 
complexity. It was not until well into the seventeenth century 
that elaborate faceting of gem stones was fully mastered 
and that enamel began to play a more subsidiary role to 
the sparkle of the gems. The extensive presence of enamel 
on the jewelry in this study permitted the use of chemical 
analysis to help determine the date of manufacture. Mark 
Wypyski, research scientist at the Metropolitan Museum 
of Arc, having previously created a database of comparative 
enamel compositions, agreed to participate in this study. 
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THE NATURE OF ENAMEL AND ITS 

INTERPRETATION 

Before addressing the differences seen in Renaissance and 
later enamels, we will briefly review the general narure of 
enamel, a glassy material fused in place on a metal or glass 
substrate. Glass used co produce enamel is composed mainly 
of silica (silicon oxide) with the addition of compounds 
such as soda (sodium oxide) or potash (potassium oxide) to 
reduce the melting temperature. Metal-based compounds 
(e.g., metallic oxides of copper or iron) are added to produce 
the final color in the glass. Crystalline compounds, called 
opacifiers, sometimes are added to block the transmission 
of light through the glass, making it opaque. 

Studies of other collections, such as that of the 
Metropolitan Museum of Art, have shown that the com
positions of sixteenth- and seventeenth-century enamels 
differ from those used in the eighteenth and nineteenth 
centuries.49 Thus, chemical analysis can help identify modern 
objects made in the style of an earlier period. Nevertheless, 
interpreting the results of enamel analysis is not straight
forward. One may encounter repairs or updating to reflect 
changes in fashion, and re-enameling was not uncommon 
to remedy damage and chipping. Even jewels chat have 
remained in royal collections or whose history can be traced 
until they entered museum collections may have been repaired 
over the centuries. One need only consider Andre's 
restoration of the Escorial rock crystal casket co appreciate 
the extent co which objects of the period may have been 
altered, adding later enamel compositions to authentic 
sixteenth- and seventeenth-century works. Finally, it can 
not be excluded chat earlier enameling materials might 
have been available and used in some nineteenth-century 
workshops, complicating the interpretation of the results.'° 
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THE COMPOSITIONS OF RENAISSANCE-PERIOD 

AND LATER ENAMELS 

What follows is a brief description of the characteristics of 
enamel from the Renaissance period and of enamel from 
lacer periods, against which we can compare the data from the 
Walters' jewels. Generally, Renaissance-period enamels can be 
characterized as soda or mixed-alkali-based compositions 
(that is, large amounts of both sodium and potassium are 
added to the major component, silicon) with little if any 
lead, except in the opaque enamels.~• Opaque enamels, as 
they had for centuries, contained white crystalline tin oxide, 
usually present at close to or greater than twenty percent 
by weight in white enamels, and under twenty percent in 
ocher colors such as opaque blue or rurquoise. The cin 
oxide is associated with a large amount oflead oxide, with 
che percentage of tin usually in excess of the lead, with a 
ratio as high as about two to one. Colored enamels during 
this period are generally cranslucenr, and the colors were 
produced by adding metal oxides. Red was made with 
copper oxide, generally with minor amounts of tin and 
lead oxides. Blue was made with cobalt oxide, generally 
associated with iron, nickel, arsenic, and bismuth. Black, 
actually a very dark purple-blue, was made with a mixture 
of manganese oxide, which by itself can produce purple, 
and cobalt. Green was produced by a mix of copper and 
iron oxides, and the less commonly found opaque green 
was made by adding copper oxide co a glass containing yellow 
opacifiers-either lead stannace, lead anrimonate or a 
mixture of both. 

Beginning in the eighteenth century, changes occurred 
in the opacifiers and colorants used in the manufacrure of 
glass and enamels. Opaque enamels from the second half 
of the eighteenth century and the nineteenth century have 
been found to contain significant amounts of arsenic, 
mainly in che form of a new type of opacifying agent, lead 
arsenate, which for the most part replaces the tin oxide 
used in earlier enamels. Blue enamels from this period arc 
still colored with cobalt oxide, bur usually do nor contain 
large amounts of iron or the other cobalt-associated metallk 
oxides found in the earlier enamels. Beginning in the late 
eighteenth cenrury, there appears to have been a change in the 
colorant used in red enamels. Red was now colored with 
antimony oxide instead of copper. During the nineteenth 
century, green enamels began to be made using chromium 
oxide as the colorant, often mixed with some copper as 
well, while earlier enamels had used a mix of copper and 
iron oxides to produce the desired shade of green. ln rhc 
nineteenth century, opaque green was for the most part 
produced by using chromium green and the white opacifier 
lead arsenate. 



METHODOLOGY 

Pony-one pieces of jewelry in the Walters'_ colle~on ':ere 
examined and their enamel analyzed during this proJect. 
For this article we report our observations and analytical 
results on eight of the jewels traditionally dated to the 
Renaissance. The jewels included in this study were sel~ted 
because of a known relationship to Vasters, Andre, or Spitzer; 
because their authenticity had been questioned by Tait; or 
because there are models or drawings similar to the object 
chat could have inspired a nineteenth-century forger. 

Fifty-six enamel compositions from the selected objects 
are presented in this study (Table 1). Quantitativ~ chemical 
analysis of the different color enamels was earned out to 
determine the relative amounts of the elements present, to 
characterize the overall compositions, and to identify the 
colorants and the associated elements for the different color 
enamels. In this way the results for the enamels could be 
compared with each other and with oth~r pu~lished da~a. 

To aid in selecting enamel-samplmg sites and m 
interpreting the results, each piece was carefully examined 
under a stereomicroscope to determine condition and 
co identify evidence of restoration or alteration. The 
construction and the method of manufacture were also 
reviewed to identify characteristics that are not typical 
of the Renaissance period. Each object also was viewed 
in ultraviolet light using both the short and long 
wavelengths, noting locations and color differences of 
any fluorescence. Added gems and embellishments were 
identified to the extent possible. 

Using the microscope for magnification, damaged 
edges of enamel were selected and a tiny flake of each color 
was removed with a steel scalpel for analysis. Areas of 
repair or possible re-enameling were avoided during the 
sampling process.52 The compositions of all enamel samples 
were analyzed in the x-ray microanalysis laboratory at the 
Metropolitan Museum of Art, with energy dispersive x-ray 
spectrometry (EDS) to determine the major and minor 
elements. Wavelength dispersive x-ray spectrometry (WDS) 
was used to detenn.ine trace amounts down to approximately 
0.01 percent byweight.53 Weight percentage concentrations 
of the elements detected were calculated in comparison 
with a range of well-characterized reference glasses and 
glass standards.5' 

ANALYTJCAL RESULTS 

The enamel compositional data from this study, with a few 
exceptions, fall into one of two basic groups: enamels 
resembling the overall compositions found in recent studies 
of securely dated enamels from the Renaissance period (here 
called Type 1) and those more like the later compositions 
(Type 2). Quantitative results of analyses of the compositions 
of enamels are listed by object and color in Table 1. 

VISUAL EXAMINATION 

Upon separating the enamels into Type 1 (corresponding 
to Renaissance-period enamel compositions) and Type 2 
(corresponding to nineteenth-century enamel compositions) 
groups based on the analytical results, certain visual 
characteristics were noted that were unique to each group. 
Most notably, the red enamel in the Type 1 group has a 
dark, cherry red appearance, and under magnification a 
white halo is visible at its edges (see fig. !Ob). Type 2 red 
tends to have an orange-red appearance with no white 
halo. In addition, under short-wave ultraviolet light, the 
Type 2 red fluoresces a cool white, while Type 1 red does 
not fluoresce. These unique visual characteristics could be 
used to help distinguish Renaissance composition from 
nineteenth-century composition on objects where red 
enamels were present but had not been analyzed. 

Another observation, but one that is less definitive, is 
that the jewels with Type 1 enamels are usually constructed 
from several parts assembled with mechanical joins, usually 
gold rods through holes, sometimes secured with_ s~all 
hand-made gold nuts. The later jewels are often JOmed 
with solder. However, this information alone is insufficient 
to distinguish between Renaissance-period and nineteenth
century jewels, as some later jewels, or those that combine 
old and new parts, have been reconstructed using mechanical 
techniques. In addition, some joins and repairs on older 
objects may have been carried out with solder. 
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TABLE 1. EDS/WDS ANALY SES OF ENAMEL COMPOSITIONS ( WEIGHT %) 

Acc. no. Enamdcolor Na,O MgO Al,O3 Si02 .P,O, SOJ Cl K,O Cao 

l. 44.424 Red 5.3 0.02 0.22 50.3 0.16 0.15 0.14 13.0 0.44 
David/ Blue 2.0 0.04 0.24 50.4 0.04 0.23 0.11 14.9 0.39 
Judith Blue Opaque 4.7 0.04 0.20 39.5 0.33 0.38 0.13 4.2 0.68 

White Opaque 1.5 O.o3 0.11 36.3 0.06 0.08 0. l l 6.5 0.30 
Green 3.8 0.02 0.17 55.8 0.17 0.10 0.18 12.9 0.08 

2. 44.622 White Opaque l 11.5 0.29 0.28 37.6 0.07 0.30 0.63 1.2 0.97 
FortituM Green l 16.2 0.47 0.49 64.6 0.12 0.42 0.83 2.3 1.4 

Red 1 10.6 2.5 1.3 60.5 0.32 0.18 0.76 15.2 5.8 
Blue Opaque 11.4 1.4 0.58 44.0 0.17 0.32 0.54 2.0 4.5 
Blue 4.6 0.03 0.17 52.3 0.10 0.11 0.12 11.4 0.89 
White Opaque 2 1.8 nd 0.15 34.7 0.09 0.11 O.Q9 6.8 0.02 
Red2 6.0 0.07 0.23 52.6 0.14 0.35 0.15 l 1.5 1.8 
Whice Opaque 3 l.3 nd 0.16 34.5 nd nd 0.07 5.4 0.67 
Green 2 6.0 0.06 0.28 47.6 0.06 0.32 0.15 6.5 3.9 
Red 3 7.2 0.06 0.23 52.2 0.12 0.32 0.29 11.6 2.0 

3. 44.442 Whice Opaque l 14.4 0.11 0.36 36.2 0.08 0.34 1.0 2.2 0.43 
Diana Light Blue Opaque 16.6 0.12 0.38 48.8 0.08 0.53 1.1 3.6 0.44 

Red l 8.8 1.6 1.8 53.6 1.3 0.45 0.30 18.0 10.2 
Bluel 13.6 0.36 1.2 63.8 0.29 0.44 0.41 10.8 3.5 
Blue 2 3.5 O.Q3 0.16 55.2 0.1 2 0.25 0.10 11.5 0.68 
Whice Opaque 2 1.2 nd 0.07 34.5 nd 0.08 0.07 5.3 0.58 
Red 2 9.0 0.06 0.26 54.0 0.08 0.18 0.13 10.2 2.9 
Green 5.0 0.05 0.18 52.2 0.05 0.11 0.08 10.0 1.7 

4. 44.266 Green l 16.4 0.55 0.76 60.8 0.27 0.16 1.1 4.9 1.4 
Adam White Opaque 1 11.2 0.33 0.27 39.5 0.19 0.16 0.47 2.3 1.8 
& Red l 12.5 1.8 2.5 59.6 0.91 0.06 0.78 10.2 7.3 
Eve Amber 13.5 l.5 1.0 57.6 0.58 0.23 0.61 9.4 5.8 

Green 2 5.2 0.06 0.24 54.0 0.06 0.11 0.09 10.3 1.7 
Red2 6.0 0.01 0.20 51.0 0.09 0.14 0.08 11.3 0.53 
Blue Opaque l.5 nd 0.13 33.2 0.06 0.21 0.22 5.4 0.48 
Black 3.7 0.06 0.33 46.8 0.06 0.12 0.09 9.2 0.74 
White Opaque 2 1.7 0.10 0.07 31.8 0.98 0.77 0.23 4.8 1.3 
Green Opaque 1.8 0.07 0.15 35.5 0.05 0.26 0.25 6.2 0.77 

5. 44.464 Green 16.2 0.44 0.70 64.3 0.15 0.37 0.95 2.8 1.4 
Ship White Opaque 8.4 1.4 0.71 39.2 0.28 0.05 0.97 2.2 4.4 
Pomander Blue Opaque 9.8 0.14 0.54 40.0 0.05 0.19 0.69 1.4 0.75 

Red 14.6 1.5 2.6 63.0 0.45 0.11 I.I 7.2 4.8 
Blue 15.5 0.18 0.69 70.6 0.05 0.40 1.2 3.2 0.49 
Black 11.5 2.5 1.7 56.5 0.39 0.24 0.59 2.4 8.5 

6. 44.475 Green 8.0 0.06 0.30 57.2 0.18 0.22 0.10 10.8 4.3 
Ship White Opaque 3.0 nd 0.37 34.0 0.24 0.09 0.21 4.0 0.42 
Pendant Red 4.2 0.03 0.18 49.3 0.14 0.13 0.14 13.0 0.49 

7. 44.309 Green 5.7 0.03 0.22 52.6 0.58 0.12 0.10 10.2 2.0 
Dolphin I Black 2.6 0.04 0.24 45.4 0.09 0.29 0.37 10.2 0.18 

Blue-Green 4-.2 0.01 0.13 51.8 0.10 0.17 0.28 11.2 0.73 
Red 3.9 0.02 0.15 49.2 0.14 0.31 0.12 13.2 0.30 
White Opaque l.6 0.03 0.07 34.4 nd 0.09 0.07 5.2 0.55 

8. 44.443 Blue 1 15.8 1.0 1.0 64.6 0.14 0.34 0.72 3.7 3.7 
Dolphin fl Red l 7.7 1.4 2.0 55.3 0.22 0.10 0.70 5.3 2.5 

Blue Opaque 8.8 0.66 1.3 40.2 0.22 0.14 0.78 2.4 2.0 
Whire Opaque I 11.5 1.4 l. l 40.4 0.22 0.11 0.72 2.6 3. 1 
Green 1 12.8 2.7 2.5 58.2 0.32 0.22 0.57 5.2 8.2 
Red 2 8.9 0.06 0.28 54.2 0.07 0.20 0.13 10.3 2.9 
White Opaque 2 1.4 0.02 0.07 35.0 0.02 0.07 0.06 5.9 0.69 
Green 2 9.5 0.09 0.48 63.3 0.03 0.25 0.06 9.7 4.0 
Blue 2 4.3 0.02 0.13 50.8 0.08 0.16 0.25 11.7 I.I 

Notes: nd = nor detected. Enamels are crans.lucenr unless otherwise noted. 
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Fe,OJ CoO NiO CuO ZnO As,O, SrO SnO, Sb,O3 BaO PbO Bi,O3 Sample location 

0.11 nd nd nd nd 0.18 nd 0.29 2.4 0.09 27.2 nd Side with 2 male figures 

0.39 0.43 nd 0.61 nd 0.79 nd nd nd 0.51 28.8 nd Side with 2 male figures 

o. 13 0.72 0.04 0.36 nd 2.8 nd 4.6 nd o.oi 40.5 nd Side with 2 male figures 

0.07 nd nd 0.16 0.07 5.0 od nd nd od 49.8 od Side with 2 female figures 

0.14 nd nd 3.3 nd 0.02 nd nd nd nd 22.6 nd Side with 2 female figures 

0.17 nd nd 0.33 nd 0.05 nd 29.8 nd 0.03 16.5 nd Cenrer 
4.7 nd nd 8.0 nd 0.02 nd 0.02 nd 0.01 nd nd Center 
0.67 nd nd 0.72 0.02 nd 0.04 1.4 nd 0.02 nd nd Center 
1.1 1.1 0.24 0.09 nd 2.1 nd 15.2 nd 0.01 14.5 0.92 Diamond Bezel 

0.05 0.68 0.06 0.21 nd 0.49 nd od nd 0.05 28.4 nd Chain 
0.04 nd nd nd 0.11 5.0 nd nd 0.04 O.Dl 50.9 nd Chain 
0.14 0.01 nd 0.02 nd 0.18 nd 0.22 2.8 0.02 23.8 nd Chain 
0.03 od nd nd nd 5.4 nd od nd nd 52.4 nd Mount 
0.16 nd nd 3.2 0.02 0.16 0.03 nd 0.03 1.4 29.2 nd Mount 
0.13 nd nd nd 0.02 0.20 nd 0.20 2.4 0.02 23.0 nd Mount 

0.34 nd nd 0.06 nd 0.02 nd 29.8 nd 0.02 14.6 nd Column, PR of figure 
0.26 0.03 0.02 3.3 0.02 0.05 nd 15.6 nd 0 .. 01 9.0 nd Figure, PR leg 
0.67 nd nd 1.0 0.02 nd 0.03 1.0 0.15 0.03 1.0 nd Figure, PR leg 
2.8 0.58 0.44 1.3 0.02 0.02 0.03 nd nd O.Ql 0.07 nd Figure, PR leg 
0.07 0.75 0.04 2.2 0.05 0.28 od nd nd 0.01 24.8 nd Mount, rear surface 
0.25 nd nd 0.39 nd 6.2 nd nd nd nd 51.0 nd Mount, rear surface 
0.08 nd nd 0.02 0.03 0.25 nd 0.33 2.9 nd 19.4 nd. Mount, rear surface 
0.08 nd 0.02 4.2 0.01 0.15 nd nd 0.05 nd 25.4 nd Mount, rear surface 

6.8 nd nd 6.2 0.27 nd nd 0.10 0.02 0.03 nd nd Medallion 
0.82 nd nd 0.10 nd nd od 20.8 nd 0.05 21 .6 nd Medallion 
0.77 0.01 nd 0.36 nd nd 0.02 0.69 nd 0.07 0.67 nd Medallion 
5.8 0.02 nd 0.06 nd nd 0.03 0.04 nd 0.18 nd nd Medallion 
0.06 nd nd 3.4 0.05 0.20 nd nd 0.07 0.02 23.6 nd Frame 
0.11 nd nd nd nd 0.24 nd 0.35 2.6 nd 27.4 nd Frame 
0.07 1.2 0.06 0.22 nd 5.6 od 0.02 nd od 51.6 nd Frame 
0.28 1.5 0.06 4.6 nd 0.12 nd 0.03 0.08 0.08 27.5 nd Frame 
0.25 nd nd 2.2 0.10 4.6 nd nd 0.04 nd 50.8 nd Frame 
0.12 nd nd 2.2 nd 5.2 od od nd nd 46.4 nd Frame 

4.6 od 0.02 7.6 nd 0.04 nd 0.06 nd 0.02 nd nd Rear 
0.30 nd nd 0.09 nd 0.43 0.02 25.0 nd 0.02 16.2 nd Rear 
0.88 1.0 0.32 0.48 nd 0.85 od 19.2 nd nd 21.6 2.0 Front 
1.0 nd nd 0.67 nd nd 0.04 1.0 nd 0.03 0.84 nd Front 

0.59 0.82 0.24 4.1 nd 0.54 nd nd nd nd nd 1.4 Front 
1.9 1.8 1.2 0.23 nd 4.3 0.05 0.28 nd 0.07 0.48 2.6 Front 

0.09 nd nd 6.4 nd 0.12 nd nd nd 0.02 11.0 nd Ship 
0.04 nd nd 0.12 nd 4.0 nd 11.5 nd 0.02 41.8 nd Ship 
0.08 nd nd 0.01 0.02 0.14 nd 0.32 2.7 nd 29.0 nd Ship 

0.09 0.07 0.01 3.0 0.07 0.16 nd nd 0.02 0.02 24.4 nd Dolphin 
1.1 1.5 0.16 4.8 0.12 0.11 nd nd nd 0.02 27.6 nd Dolphin 
0.10 0.34 0.12 1.7 0.07 0.19 nd nd nd 0.02 28.5 nd Dolphin 
0.07 nd nd 0.04 0.02 0.12 nd 0.30 2.5 nd 29.6 nd Dolphin 
0.26 nd nd O.Ql nd 5.8 od nd nd 0.01 51.5 nd Chain 

1.5 0.50 0.24 1.3 0.03 0.22 0.03 2.0 nd nd 2.2 0.33 Dolphin 
0.82 nd nd 1.1 0.06 nd 0.02 2.0 nd 0.05 20.0 nd Dolphin 
1.4 1.6 0.39 0.59 nd 1.9 nd 19.0 nd 0.02 16.8 l.5 Dolphin 

0.33 nd nd 0.29 nd nd 0.03 28.4 nd 0.01 9.6 nd Dolphin 
3.8 0.04 0.14 3.0 0.01 0.04 0.03 0.22 nd 0.07 0.26 nd Dolphin 

0.07 nd nd nd 0.03 0.24 nd 0.33 2.9 nd 19.5 nd Chain 
0.26 nd nd nd nd 6.0 nd nd nd nd 50.5 nd Chain 
0.1 l nd nd 4.1 0.03 0.14 nd od nd nd 7.2 nd Chain 
0.30 1.1 0.17 2.2 0.04 0.32 nd nd nd 0.04 27.0 nd Chain 



DISCUSSION OF THE OBJECTS IN THIS STUDY 

Combining the analytical results and the visual characteristics 
with what we know of the work practices oNasters andAndre, 
conclusions can be drawn about the eight objects in this study. 

1. Double-sided jewel with David and Goliath and Judith 
and Holofernes (44.424, figs. 6a, b; see also figs. 2a-<) 

Matenals: Gold, enamel, pearls, rubies, diamonds 

Enamel colors present: Green, red, blue, opaque white, 
opaque blue, (sampled for analysis); black, opaque 
turquoise (not sampled) 

History: Illustrated in Spiczer's 1890-92 six-volume catalogue. 
Purchased by Henry Walters at Spitzer estate sale in 1893. 

Analytical results: All samples analyzed are consistent with 
Type 2 enamels. 

Visual examination: All red enamel is visually consistent 
with Type 2 enamel. The construction is more typical of the 
nineteenth century in that the parts are soldered together. 
There are no indications of repairs or re-enameling. 

Discussion: Vasters produced annotated designs relating to 
all parts of both sides of this jewel, including both sets of 
figures and both sides of the architectural mount (see _fig. 2a). 
The architectural mounts in Vasters' design appear to be 
identical co the Walters' piece, except that the design shows 
a single suspension loop at the top in the center, while the 
Walters' pendant and Spitter's catalogue image have no 
suspension loop at the top center, but instead have two 
attadunent points for suspension on either side of the 
mount. The architectural mounts for another double
sided pendant with Neptune and marine deities now in the 
collection of the Metropolitan Museum of Art (14.40.665) 
(fig. 6c) appear to be based on the same Vascers design. 
Although the Metropolitan Museum of Art's pendant has 
a single suspension loop at the top as in Vasters' design, it 
differs in the placement of the lower set of pearls. The Walters' 
pendant shows them as in Vasters' drawing (suspended 
from the bottom of the large side-projecting scrolls), while 
the Metropolitan Museum of Art's pendant shows them 
suspended from the sides of the scrolls. Andre's plaster 
model of the Judith and Holofernes side of the Walters' 
pendant, which appears co be an impression taken from the 
completed object, shows the two suspension attachments 
on the bottom of the scrolls (see fig. 6d). Another of 
And.re's models (fig. 6e) is almost certainly the unadorned 
architectural mount for the Meuopolitan Museum of Art's 
pendant, showing the single suspension loop at the top 
and location of the pearls on the sides of the scrolls.This 
indicates either that Vasters designed more than one vari
ant for the mount or that Andre altered Vasters' original 
single suspension design during production of the Walters' 
piece, perhaps to avoid creating two identical pendant mounts. 
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Left: Fig. 6a. Double-sided pendant with David and Goliath (44.424). 
Height 5.3 cm. Current srate. Right: Fig. 6b. Double-sided pendant 
with Judith and Holofernes (44.424). Currenr state 

Left: Fag. Cx:. Pendant with Neptune and Marine Deities. Gold and en:imd. 
heighr 6.7 an. View of back, showing marine deities. New York. The 
MerropoliCl!l Museum of Arr. Bequest of Benjamin Altman, 1913 
(14.40.665). Righr: Fig. 6d. A.lfi-ed Andre, French, 1839-1919. Modd 
for double-sided pendant with Judith and Holofcmcs. Pm'3te coUcaion 

Fig 6e. Alfud Andrl mnch, 
1839-1919. Model for double
sided pendant v.ii:h Nq,tunc 2nd 
marine deities. Pri\'are oolleaion 



Conclusion: Although Henry Walcers purchased this pendant 
from the Spitzer collection as a sixteenth-century jewel, it 
is clearly the product of rhe nineteenth century, perhaps a 
collaboration between Vasters and Andre. 

2. Pendant with the Personification of Fortitude 

(44.622, figs. 7a, b; see also figs. la-<) 

Materials: Gold, enamel, pearls, ruby, diamonds 

Enamel cobm present: Green, red, blue, opaque whire, 
opaque blue (sampled for analysis); black (not sampled) 

History: Included in Spitzer's 1890-92 collection 
catalogue. Presented as a gift to the Walters in 1951 by the 
Trustees of the Pierpont Morgan Library in memory of 
Belle da Costa Greene. Location between 1893 (Spitzer 
estate sale) and 1951 unknown. 

Analytical remits: Both Type 1 and Type 2 enamels are 
present. The chain has only Type 2 enamel. The white, green, 
and red enamels on the mount near the stag are Type 2 
compositions. White, green, and red enamels from behind 
the stag and directly under the stag's hooves are Type 1 
enamels. Although the enamel on the stag was not analyzed, 
the stag is continuous with pares fuund to have Type 1 enamels. 
Enamel on the diamond's bezel is consistent with Type 1. 

Visual examinati.on: The red enamel is visually consistent 
with Type 2 enamels on the following parts: the chain, the 
floral embellishments on either side of the mount that 
extend from the chain attachment points to the down-turned 
elements just below the level of the stag's feet, and four 
small projections that emerge from behind the bezel-set 
diamond. The red enamel areas on Fortitude's garment 
and on the rest of the mount are consistent with Type 1. 
The figure of Fortitude on the stag and the diamond's 
bezel are attached to the mount with gold rods extending 
from their backs that project through the mount, secured 
on the back of the mount with hand-made gold nuts. 
Some chipped white enamel areas on the stag's legs appear 
to be re-enameled, indicating that damage had occurred in 
the past and a restoration was carried out. In addition, the 
punch work on the surfaces of the gold mount in the parts 
decorated with Type 1 enamels differs from that with Type 
2 enamels. Those with Type 1 enamels have overlapping 
circular depressions. Those with Type 2 enamels have 
depressions made with a square-tipped tool. 

There are indications of damage and repair on the reverse 
of the pendant. The ends of the floral embellishments with 
Type 2 enamels at the top of the mount are secured on the 
reverse by added bent-over gold straps. Breaks in the mount 
are bridged with flat gold straps attached with silver solder. 
Gold balls are soldered in place to help support the parts 

Left:: Fig. 7a. Personification of Fortitude pendant (44.622). Height 
12.7 cm. Obverse, current state. Right: Fig. 76. Personification of 
Forticude pendant (44.622). Reverse, showing repairs 

that were added separately to the top of the mount. These 
attachment techniques are not found on other pendants 
confirmed by analysis to be of Renaissance manufacture. 
There are also indications of th.e gold melting on some 
edges, perhaps from overheating during soldering repairs. 

Discussion: Vasters' drawings include an image of this pendant 
(see fig. la) in a state very similar to its current configuration, 
although there are some notable differences. The figure of 
Fortirude on the Walters' pendant leans forward, and the stag's 
body is in a horizontal position, while the drawing shows the 
figure in a more upright position, and the stag appears to be 
rearing slightly on its hind legs. The suspension chains in the 
drawing are simpler than the elaborate chains currently on 
the Walters' jewel, which has an additional decorative element 
at the top from which a baroque pearl is suspended. 55 There 
are wires for attaching additional pearls (now missing) from 
the sides of the mount at the same height of the large bezel
mounted gem on the Walters' pendant; these side pearls are 
not represented in the drawing. There are additional more 
subtle differences in the mount, but overall the Walters' jewel 
is fairly close to the image in the drawing, and there is little 
doubt that Vasters' drawing relates to the Walters' piece. 

An illustration of this pendant appears in Spitzer's 1890-92 
catalogue, where it is shown with the more elaborate chains 
and a decorative element with a suspended baroque pearl, 
as well as the side pearls now missing from the Walters' piece. 
However, the catalogue illustration also shows the angle of 
the stag and figure of Fortitude in a posture closer to that 
in Vasters' drawing. Thus, the changes to the chains must 
have been carried out before the pendant entered Spitzer's 
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Fig. 8a. {left) Diana pendant (44.442). 6.67 x 5.24 cm. Obverse, currem 
state. Fig. 8b. (right) Diana pendant (44.442). Reverse, current stare 

collection, and the loss of the side pearls and the alteration 
in the positions of the stag and Fortitude occurred after the 
pendant was sold from Spitzer's estate. 

It has been assumed, on the basis of Vasters' drawing and 
the illustration in Spiczer's 1890-92 catalogue, that this 
pendant was designed and executed by Vasters and sold 
deceptivdy as a sixteenth-century originaJ from Spitzer's 
collection. From the analysis and examination of this jewel, 
however, ic now appears that the Fortitude figure on the 
stag, the diamond-set bezel and most of the mount, are 
consistent with a Renaissance date. The piece was damaged 
and repaired, resulting in the position of Fortitude on the 
stag being bent forward. The only confirmed nineteenth
century additions co the piece are the parts mentioned 
above with Type 2 enamd. Vasters' drawing of chis object 
thus appears to be either a design for or documentation of 
the restoration and/or embellishments. 

Conclusion: This jewel for the most part is of the Renaissance 
period, and was repaired and/or embellished by Vasters in 
the nineteenth century. It was subsequently damaged and 
repaired after its sale from Spitzer's estate. 

3. Diana Pendant (44.442, figs. 8a, b; see also figs. 3a-<) 

Materials: Gold, enamel, pearls, rubies, diamonds 

Enamel cokm present: Center section (figures and columns): 
Blue, red, opaque white, opaque blue (sampled for analysis); 
green, opaque lavendar (not sampled); Motmt: green, red, 
blue, opaque white (sampled for analysis); yellow, black, 
yellow-green, medium green, opaque green, opaque lavender 
(not sampled) 
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History: No acquisition documentation, bur assumed to have 
entered the collection before Henry Walters' death in 1 931. 

Analytical remits: Boch Type 1 and 2 enamels were found. 
The central, figural portion of the jewel and the columns 
are Type 1 compositions. The enamels on the mount have 
Type 2 compositions. 

Visual examination: There is evidence of re-enarnding on 
the figure of Diana. The opaque light blue enamel of 
Diana's garment below the waist is chipped, revealing dark 
blue translucent enamel beneath. The opaque light blue 
enamd on Diana's boors is also damaged, exposing rranslucenc 
cherry red enamel beneath with a white halo at its edges
a visual confirmation of a Type 1 red. The figures, columns, 
and gems are attached with gold rods from the backs of the 
parts extending through holes in the mount They are secured 
on the back of the mount with hand-made gold nuts, or 
alternatively the ends of the rods are burnished over the reverse 
side of the mount. The flat, almost two-dimensional quality 
of the mount is ooc typical of Renaissance manufacture, 
which cends to vary in thickness and relie£ 

Discussion: Andre's painced plaster models for the fronr 
and reverse of the Diana Pendant survive, showing the 
mount with the figures, columns, and arch in place, bur 
before the gems were sec and pearls accached (see fig. 3c, 
right). The modd for the reverse differs from the Walcers' 
Diana Pendant, but the differences are minor and can be 
accounted for by changes made in working the gold after 
casting the mount. Complicating the understanding of 
chis piece is the presence of another version of the Diana 
pendant among Andre's models (see fig. 3c, lefc), one that 
appears to be in its complete state with gems and pearls in 
place. The mount differs significantly &om the w..lters' version; 
however, the central figural group appears to be identical. 
This raises the question of whether Andre produced a second 
pendant with a different mount bur an identical central 
dement, or whether he was in possession of a Renaissance 
pendant from which he removed the cenaal element for use in 
the Walters' pendant If the second scenario is correct, it would 
explain the re-enamding observed on Diana. Jc is possible 
that the original Renaissance mount was reused with a diffi:rcnc 
central figure, creating two jewels with a mixture of 
Renaissance and nineteenth-century parts, lending some 
authenticity co both. Another possibility is char Andre produarl 
two models of the Diana pendant for presentation to a client, 
and in the end he produced only the Walters' version. 

Conclusion: The resulcs of the analyses and visual obscrvacioru 
indicate chat che figures and columns were made during 
the Renaissance period, while the mount and chains are 
products of Andre's workshop. 

t! 
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4. Adam and Eve Hat Badge (44.266, figs. 9a, b) 

Materials: Gold, enamel, rubies, diamonds 

Enamel colors present: Medallion: Green, red, amber, opaque 
white (sampled for analysis); black (not sampled); Frame: 
Green, red, black, opaque green, opaque blue, opaque 
white (sampled for analysis); blue (not sampled) 

History: Purchased by Henry Walters through Seligman & 
Co., New York, in 1905.56 

Analytical results: All colors rested from the medallion are 
Type I; all enamels tested on the frame are Type 2. 

VtsUlll examination: Visual characteristics of the red enamel 
on the medallion are consistent with the chemical analysis 
as Type 1 and the frame as Type 2. The construction of the 
central medallion is of interest. It is made from two layers 
of sheet gold that together form the image seen from the 
front. The lower layer is a flat circular disk that is grooved 
at its periphery. The upper layer fies within the grooved 
edges of the lower layer. Before the assembly of the two 
layers, the upper layer was decorated with a scene of Adam 
and Eve in the Garden of Eden. This image was either 
pushed out from the reverse using the repousse technique 
or the gold sheet was worked over a relief model. The 
details were then chased from the front. To complete the 
design, the negative spaces around the image elements in 
the upper layer were cut away in order to reveal the lower 
layer of gold when the two layers were joined. The two layers 
were held together with butterfly dips in the following 
way: flat gold strips were folded in half across their mid
point and were attached at the fold, probably with gold 
solder, co the back side of the upper layer; the ends of the 
strips were kept together and passed through slits in the 
lower layer of gold sheet and splayed out like butterfly 
wings on the reverse of the lower layer (see fig. 96), securing 
the two layers of gold to each other. A bezel-set diamond 
in the lower center of the medallion also has a butterfly 
clip attached that passes through slits in both layers of gold 
and opens out on the back of the lower layer. Finally, the 
lower layer of gold, visible from the front through the 
cut-away negative spaces of the upper layer, was worked 
with a chasing tool to create a matte texture around the 
figures (see figs. 9a, b). The frame is held in place with 
gem-set bezels with posts that pass through holes in the 
medallion. The bezels are secured on the back of the frame 
with hand-made nuts. Four attachment rings are soldered 
to the edges of the frame. 

Discussion: This work was studied because of questions 
raised by Hugh Tait in 1991. The analysis of the enamel 
and construction of the central medallion argue in favor of 
a Renaissance date. Hackenbroch in Renaissance ]eweltry 
describes the butterfly clip attachment technique as typical of 

Fig. 9a. Adam and Eve hat badge (44.266). Diameter: 5 cm. Obverse, 
current state 

Fig. 9b. Adam and Eve hac ba.dge (44.266). Reverse, showing con
struction method 

Netherlandish Renaissance goldsmiths' work.s7 She includes 
images of other examples where butterfly clips are dearly 
visible on the reverse, as are wire loops for attachment to 
fabric. These loops are soldered at equidistance around the 
periphery of the badges. If the Walters' hat badge had such 
attachment loops, they are now missing, and their attachment 
points are covered by the decorative enameled-gold frame. 
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Fig. 10a. Ship Pomander pendant (44.464): 4.1 x 4 cm. 
Currenr sracc 

Fig. 1 Ob. Ship Pomander pendanr (44.464), photomicrograph showing whirc halo at 
edge of red enamel 

The reverse of other hat badges depicted in Hackenbroch's 
book also show similar techniques of tex:ruring the lower 
layer of gold sheet chat correspond to the areas cut away in the 
top image layer, as in the Walters' badge. 58 There is a distinct 
difference in the enamels between the central medallion 
and the frame encircling the Walters' piece, suggesting that 
the frame is a later addition. 

Conclusion: On the basis of the analysis of the enamel, the 
visual characteristics, and the method of manufacture, we 
can conclude that the medallion is of Renaissance dace. The 
frame was added in the nineteenth century, perhaps 
because the edges of the medallion were damaged, and thus 
was likely considered a restoration at the time it was added. 

5. Ship Pomander (44.464, fig. 10a) 

Materials: Gold, enamel 

Enamel cohrs present: Green, red, blue, black, opaque white, 
opaque blue (sampled for analysis) 

History: No acquisition doa.unenration, bur asswned to have 
entered the collection before Henry Walters' death in 1931.S9 

Analytical results: All of the enamels tested on the ship 
pomander are consistent with Type 1 compositions. 

Visual examination: Visual characteristics of the red enamel 
are consistent with the analytical result (see fig. 106). The 
object is made primarily in parts that are held together 
mechanically, except for the two figures, which appear to 
be gold-soldered in place. The masts and chains were 
arrached separately. Two holes at the upper edge near the 
bow of the ship on both sides indicate that something was 
once attached there. The bottom section of the ship is 
secured with a gold strap hinged at one end and pinned at 
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the other. The strap may be holding closed a part of the 
ship that opened to create a container. 

Discussion: There are models by Andre of this type of ship, 
but none of his published models matches this piece. The 
figures may have been soldered originally, or they may 
have come loose and been soldered at a later rime. In 1991 
Tait proposed that this ship was produced by the same 
workshop as 44.475 below. This seems unlikely, however, 
since the compositions of the enamels and workmanship 
differ significantly. 

Conclusion: On the basis of the analytical data and visual 
examination, we can conclude that the ship pomander is 
entirely of Renaissance date. 

6. Ship Pendant (44.475, fig. 11) 

Materials: Gold, enamel, pearls, rubies, emerald, diamonds 

Enamel colors present: Green, red, opaque white (sampled 
for analysis): blue, black, opaque blue (not sampled) 

History: In the collection of Ernest Guilhou de Bayonne; 
purchased through Canessa, New York, in 1917."° 

Analytical resu/Js: All of the enamels analyzed are consistent 
with Type 2 compositions. 

Vmuzl examination: Visual characteristics of the red enamel 
are consistent with the analytical results. The method of 
manufacture is nor definitive and includes both mechanical 
and soldered joins. The piece is composed of numerous 
pares: The flags and rudder arc separate, and the sails arc 
secured with twisted gold wires; the masts arc gold
soldered into the body of the ship. A curious detail is 
that the sails are set backwards and billow coward the srcm 
of the ship. This may be due ro a lack of understanding of 



Fig. 11. Ship pendant (44.475). 6.8 x 5.2 cm. Current state 

ships by the original goldsmith or, more likely, an error by 
someone who repaired the ship at a lacer time. 

Discussion: Models for similar ship jewels were in Andre's 
possession, although no published model appears to be 
directly related to this object. Some ship pendants of this type 
were reported by Truman to be eastern Mediterranean in 
origin, made in the seventeenth or eighteenth century with 
later additions, or to be nineteenth century, probably made 
by Vasters or Andre.61 The analysis of the Walters' ship 
pendant shows that the colorant in the green enamel is 
chromium, which was not used until the nineteenth century. 

Conclusion: Although this type of ship pendant was produced 
from the seventeenth to the nineteenth century, the use of 
chromium in the green enamel places this pendant firmly 
in the nineteenth century. 

7. Dolphin Pendant (44.309, fig. 12) 

Material.s: Gold, enamel, pearls, rubies, diamonds (one eye 
of the dolphin unidentified stone or glass) 

Enamel cowrs present: Green, red, black, opaque white, 
blue-green (sampled for analysis); yellow (not sampled) 

History: No acquisition documentation, but assumed to have 
entered the collection before Henry Walters' death in 1931.62 

Analyti,cal Results: All samples analyzed on the pendant and 
chains are consistent with Type 2 compositions. 

Visual Examination: Enamel has nineteenth-century 
characteristics. The dolphin and rider are cast separately 
and joined by a gold rod extending from between the legs 
of the rider through a hole in the body of the dolphin. A 
separately cast piece set with a diamond is attached to the 
forehead of the dolphin with gold solder. 

Fig. I 2. Dolphin pcndanc (44.309). 9 x 6.5 cm. Current scare 

Discussion: Sixteenth-century images of similar pendants could 
have served as inspiration for a nineteenth-century forger 
(see fig. 13c), and Tait questioned the authenticity of the pen
dant in 1991. The compositions and visual characteristics 
of the enamels support a nineteenth-century date for the 
Dolphin Pendant; however, the method of manufacrure is not 
inconsistent with the Renaissance period. There is no enamel 
present on the rider, so no analysis of this part was possible. 

Conclusion: The enamel composition indicates a nineteenth
century date. The rider may be nineteenth century or an 
earlier element added to a nineteenth-century jewel as in 
the Diana Pendant. 

8. Dolphin Pendant (44.443, figs. 13a, b) 

Materials: Gold, enamel, pearls, emeralds 
(one unidentified green stone) 

Enamel cowrs present: Green, red, blue, opaque white, 
opaque blue (sampled for analysis); black (not sampled) 

History: Purchased by Henry Walters through A Seligman, 
Paris, in 1929.63 

Analytical Results: All of the enamels analyzed from this pendant 
are consistent with Type l compositions, except for those on 
the chains, which are consistent with Type 2 compositions. 

Visual examination: Visual characteristics accord with the 
analytical results for both the pendant and the chains. The 
dolphin and rider were cast separately and attached with a 
gold pin. One end of the pin can be seen at the waist of 
the rider on the proper left side. The head of the pin has 
been worked into the surface design. The other end of the 
pin is visible on the bottom of the dolphin. The tongue of 
the dolphin was added separately and moves slightly. A 
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Left: Fig. 13a. Dolphin pendant (44.443). Height 9.2 on. Current state. Center: Figure J 3b. Dolphin pendant (44.443), reverse. Righr: Fig 13c. 
Design for a dolphin pendant, 1586, from the Ilibres tk Passanties tkl Gn:mi d'argenters de Barcelona. 

gold pin in the proper right hand of the rider was added 
through a hole in the grip of the hand. There is evidence 
of silver solder in this area that is probably from a repair. 
Two holes, one on each side, flank the top of the dolphin's 
head near the proper left elbow of the rider. These holes 
probably once secured separately anached reins. There is 
evidence of silver solder at the point where the proper left 
hand and upper left arm of the rider touch the dolphin. 
This solder was probably added later to stabilize the loose 
parts. Silver solder can also be seen at the join for the rings 
that anach the chains at the nose and tail of the dolphin 
and the ring that suspends the pearl under the dolphin's 
belly. There are indications of repairs at the nose of the dol
phin with displaced flakes of white enamel lodged inside 
the mouth, suggesting that changes or repairs were made 
after the enamel was fired. The ring on the front of the 
mouth is formed from one end of a pin that extends back 
through the mouth and upward, exiting behind the top of 
the mouth and in front of the top fin. Ar the spot where 
the pin exits, surface file marks are visible, indicating a pos
sible later change. The chain elements are flat and of even 
thickness, atypical of Renaissance goldwork. 

Discussion: Tait questioned the authenticity of this piece in 
1991, but the results of the analysis argue for a Renaissance 
date. It is possible that a 1586 drawing &om the Llibres de 
Passanties, or one similar to it, is the original design for the 
Walters' dolphin pendant (see fig. 13c).Mincerestingly, the 
1586 drawing shows the attachment point for the chain at 
the same spot on the Walters' dolphin, where file marks 
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now can be seen. This observation, combined with evidence 
of alterations to the mouth of the Walters' dolphfo, supporrs 
the possibility that the original site of attachment on the 
Walters' dolphin matched that in the 1586 drawing. 

Conclusion: Although the chain is certainly a nineteenth
century addition or replacement, the enamd compositions, 
visual characteristics, and method of manufacture for the 
dolphin and rider are consiscem with a Renaissance dace. 

SUMMARY OF FINDINGS 

All of the jewels discussed here had been questioned or 
were thought to be ninereenth century before this srudy 
began. Our results indicate thac only three are definitivdy 
nineteenth century (Double-sided Pendant, 44.424; Dolphin 
Pendant, 44.309 and Ship Pendant, 44.475). Four arc 
Renaissance (Ship Pomander, 44.464; Adam and Eve Hat 
Badge, 44.266, except for frame; Dolphin Pendant, 44.443, 
except for chain; and Fortitude Pendant, 44.622, repaired in 
the nineteenth century, when some minor clements were also 
added). One is a combination ofa Renaissance central doncnt 
set in a nineteench--cenrury mount (Diana Pendant, 44.442). 

Since the conclusions are based primarily on chc 
enamd compositions, certain caveats apply when presenting 
interpretations in a srudy such as this. Renais.sance jewels may 
have been re-enamdcd, giving a false ninecccnch-ccntury 
date for an object created in the Renaissance. Old srock of 
some enamd may have survived inco the nineteenth cencury. 



and its use could lead to incorrect dating of the object. 
Also, partS of an object with Renaissance-period enamd 
may have been assembled from more than one object, 
making it a deceptive modem pastiche. In the future, 
compositional analysis of the gold may give us additional 
data that can be used to more conclusively separate 
Renaissance and nineteenth-century jewels. 

Finally, while the results of the analysis and technical 
observations may help identify objects made in the nineteenth 
century in an older style, the scientific data cannot discern 
intent. We must still view these objects in the context of 
nineteenth-century historicism and restoration practice, 
with an understanding that not all nineteenth-century 
works in Renaissance style were created out of a desire to 
deceive collectors for monetary gain. 

Terry Drttymtm-Weicrer (tweisser@thewalters.org) is the Dorothy 'Wigner 
Wallact: Direcwr of Conservatum and Technical Research at the Walters 
Art Museum; Mark T Wypyski (Mark.Wypyski@metmuseum.org) 
is a research scientist in the department of scientific research at the 
Maropo!itan Museum of Art. 
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The Long-Lost Cuttings from a Fifteenth-Century Austrian Prayerbook 
in the Walters Art Museum 

KARL-GEORG PFANDTNER 

A fifteenth-century Austrian prayerbook in the Walters Art 
I\.Museum, W764-written in German and illuminated 
by the painter known as Master of the Maximilian School
books' -has a long history in the an trade. It first turned 
up in London in a 1910 Quaritch catalogue2 and was sub
sequently sold in Leipzig in 19123 and again in Munich in 
1928 and 1929.4 Its tenure in private hands came to an end 
in 1959, when it was acquired by the Walters Art Gallery 
(as the museum was then known) from H.P. Kraus in New 

Fig. I. Master of the Maximilian Schoolbooks, Vienna, active ca. 
1445-70. Vt,gin and Child, lace 1450s or early 1460s. Tempera and 
gold on parchment, sheet: 17.1 x 12.5 on. Baltimore, Walters Art 
Museum, museum purchase, 1959 (w.764), fol. 13v 

The Journal of the Walters Art Museum 63 (issue year 2005; published 2009) 

York.) During its career on the market, the manuscript lost 
twelve of its full-page illuminations. When the manuscript 
entered the Walters' collection it preserved only three minia
tures from its original program: a Madonna and Child on 
folio 13v at the opening of the Prime of the Hours of the 
Vtrgin (fig. 1),6 Christ Carrying the Cross on folio 66v, 
illustrating the Terce of the Office of the Passion (fig. 2),7 and 
the De~ition of Christ on folio 76v, illustrating the Comp line 
(fig. 3).8 One of the missing miniatures, illustrating the 

Fig. 2. Master of the Maximilian Schoolbooks, Christ Canying the Cross, 

W764, fol. 66v 
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Fig. 3. Masrer of the Maximilian Schoolbooks, The Enwmbment, 
W764, fol. 76v 

Sext of the Office of the Passion, was identified by Dorothy 
Miner in 1966/67 as a cutting depicting Christ Nailed to 

the Cross (fig. 4) at the Cleveland Museum of Art.9 

Other miniarures can now be identified. Research on the 
oeuvre of the Master of the Maximilian Schoolbooks-the 
most important Viennese illuminator of the 1450s and 1460s, 
who worked exdusively for the University of Vienna, the 
canons ofK1ostemeuburg, King Mathias Corvinus of Hungary 
(1443-1490), and the imperial court of Frederick III 
(1415-1493)-has revealed the existence of another nine 
cuttings from this manuscript, in the Musee Bonnac in 
Bayonne, France. The cuttings, published in color in 
December 2002 in the exhibition catalogue Le Moyen Age 
dans ks colkctions du Musee Bonnat as "neuf miniatures 
allemandes du XIVe [siecle]," illustrate the Annunciation 
(inv. 1244, fig. 5), the Visitation (inv. 1245, fig. 6), the 
Adoration of the Magi (inv. 1246, fig. 7), the Circumcision 
(inv. 1247, fig. 8), the Agony in the Garden (inv. 1249, fig. 9), 
the Mocking of Christ (inv. 1250, fig. 1 0), the Descent from 
the Cross (inv. 1251, fig. 11), Saint Christopher (inv. 1248, 

104 

Fig. 4. Master of the Maximilian Schoolbooks, Vienna, aetive CL 

1445-70. Christ Naikd 10 the Cross (miniature from a prayerbook), Lne 
l 450s or early I 460s. Tempera and gold on vellum. Cleveland Museum 
of Art, The Dudley P. Allen Fund (1959.40) 

fig. 12) and the Dormition of the Virgin (inv. 1252, fig. 13). 
The nine leaves have been trimmed co approximately 13.4 x 9.5 
cm so that the miniatures are now centered on the page, but 
the dimensions of the Bayonne miniarures themselves march 
the measurements of the Walters' miniatures with minimaJ 
variations.10 The brighc colors, the eJaboraceJy ornamented 
backgrounds representing che heavens, the scylizarion of the 
doll~like figures with large heads and relatively c.ompaa bodies, 
the rendering of the folds in the drapery, and the gold frames 
with designs imitative of punched omamemacion, in addition 
to acruaJ punchwork, arc stylistic evidence that the Bayonne 
miniatures once formed part of the WaJters' prayerbook. 

Two further points confirm rhis provenance even 
more persuasively. The miniature with the figure of Saine 
Christopher has blank rulings on ics verso that match the 
dimensions and number of lines of the prayer ro Saine 
Christopher in the Walters' manuscript on fol. 200r. 11 The 
missing leaves in the Wa1ters' manuscript, moreover, wouJd 
have contained almost the same iconographic compositions 
as the Bayonne cuttings, as suggested by another Latin 



Fig. 5. Master of the Maximilian Schoolbooks, Vienna, active ca. 
1445-70. The Annunciation (miniature from a prayerbook), late 1450s 
or early 1460s. Tempera and gold on vellum, sheer: 13.4 x 9.9 cm. 
Bayonne, Musee Bonnar, Collection Bonnar (inv. 1244) 

prayerbook illuminated by the Master of the Maximilian 
Schoolbooks for Johann Siebenhirter nearly ten years later, 
slightly before 1469. This manuscript, MS A 225 at the Royal 
Library in Stockholm, has many comparable Latin texts and 
depicts the same parts of the Hours of the Virgin and the 
Hours of the Passion with minor variations:12 In the Hours of 
the Vlrgin, Matins are accompanied by the Annunciation; 
Prime, the Vlsitation; Terce, the Nativity; Sext, the Adoration 
of the Magi; None, the Presentation in the Temple; Vespers, 
Christ before the Doctors in the Temple; Compline, the 
Dormition of the Virgin. The Office of the Passion depicts 
Christ before Pilate at Prime; the Carrying of the Cross at Terce; 
the Crucifixion at Sext, the Descent from the Cross at None; 
the Deposition at Vespers, and the Resurrection at Compline. 

Johann Siebenhirter (1420- 1508) was a close friend of 
Emperor Frederick III and in 1469 was named head of the 
newly created Order of Saint George, a secular confraternity of 
knights founded by Frederick to check the Ottoman advance 
into central Europe. 13 It is very likely that the patron of the 
Walters' manuscript was a member of the emperor's cucle as well. 

Fig. 6. The Visitation, sheer: 13.4 x 9.9 cm. Bayonne, Musee Bonnar, 
Collection Bonnat (inv. 1245) 

On the basis of the Stockholm manuscript's decorative 
program, we can attempt a plausible reconsrruction of W764. 
In the Hours of the Virgin there is one leaf missing before 
the start of Matins. Here one would expect an Annunciation 
like the one at Bayonne (fig. 5). At Terce on a missing folio 
before fol. 17 would be the Visitation (fig. 6); for Sext on 
a missing a leaf before folio 20, we would expect a lost 
Nativity. At None, at the missing leaf before folio 42, one 
would find the Adoration of the Magi (fig. 7); before 
Vespers at folio 45, we would find the Circumcision (fig. 
8), and before Compline, the missing leaf before fol. 52, 
would be accompanied by the Dormition of the Virgin 
(fig. 13). In the Office of the Passion the missing leaf 
before folio 56 (between Matins and Lauds) can be identified 
as the Agony in the Garden (fig. 9), the missing leaf for 
Prime before folio 64 should be the miniature with the 
Mocking of Christ (fig. 10). The Cleveland cutting of 
Christ Nailed to the Cross (see fig. 4) should fall before the 
beginning of the text of Sext where a leaf is missing before 
folio 69, as Cermann has already proposed, and the 
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Fig. 7. TheA.Mmtion of the Magi, sheet: 13.4x 9.6 cm. Bayonne, Mus6: 
Bonnac, Collection Bonnar (inv. 1246) 

Fig. 9. The Agony in the Gardm, sheet:: 13.4 x 9.5 an. Bayonne, Mu.see 
Borum, Collection Bonnar (inv. L249) 
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Fig. 8. The Cimmiasion, sheet: 13.2 x 9.7 an. Bayonne, Musee Bonnar, 
Collection Bonnar (inv. 1247) 

Fig. 10. The MOt'king of Christ, shc:cc: 13.4 x 9.7 cm. &yonnc. Mwec 
Bonnar, Collection Bonnac (inv. 1250) 



Descent from the Cross (fig. 11) would be appropriate for 
the missing leaf before folio 73 at the beginning ofVespers. 
In addition, a leaf missing after folio 200 at the prayer to 
Saint Christopher can be identified with the miniarure of Saint 
Christopher at Bayonne (fig. 12). At least two miniarures 
still remain unlocaced. The leaf missing before folio 20 at 
the Sext of the Hours of the Virgin would almost certainly 
have depicted the Nativity of Christ; while in the Office of the 
Passion, another missing leaf before folio 71 opening the text 
of None would very likely have portrayed the Crucifixion. 

The nine cuttings in the Musee Bonnat can be securely 
identified with nine of the missing miniatures from the 
Walters Art Museum's prayerbook, which must have been 
excised before 1910, as the Quaritch catalogue tells us. The 
cuttings at Bayonne were in the collection of the painter 
Leon Bonnat (1833-1922). All bear his mark with the ini
tials LB. Their date of purchase is uncertain. Bonnat's 
record book of his acquisitions, now at the Musee du Louvre 
(the Musee Bonnat holds only a photocopy) ends with the 
year 1899 and does not include the cuttings. This suggests 
that Bonnat acquired these cuttings between 1899-the 
end-date of the entries in his book of acquisitions-and 
1922, the date of his death. 

The Walters' manuscript can now be placed in a larger 
context. It is datable stylistically to the late 1450s or early 1460s. 
The compositions of the miniatures are more developed than, 
for example, those of cod NH. 1, dated 1453, in the archives of 
the University ofVienna, as shown by the rendering of the fig
ures, the more convincing gestures, and the brighter colors. On 
the ocher hand, they are cruder than those in the Maximilian 
Schoolbooks of the Austrian National Library at Vienna (Coo. 
2368, Cod. Ser. n. 2617 and Cod. 2289) executed around 
1465/67, which show more sophisticated compositions and 
layout, richer acanthus-leaf forms and, the use of natural 
backgrounds as well as a wider range of punched decoration. 
W764 is likely the earliest of the richly illuminated prayerbooks 
attributed to the Master of the Maximilian Schoolbooks, 
which may explain the unusual placement of the miniarure 
of a Madonna with Child as illumination for the Prime, 
where usually one would expect the Vtsitation. The manuscript 
was illuminated before the prayerbook for Empress Eleonore 
(d. 1467), datable to around 1466, and the prayerbook of 
Johann Siebenhirter, datable slightly before 1469. And while 
we do not know the original patron, it would very likely have 
been someone within the circle of the imperial court, for 
whose members a most of the manuscripts illuminated by 
the Master of the Maximilian Schoolbooks were executed.14 

We may hope that some day the remainder of the missing 
leaves will come to light. 

Kart-Georg Pfandtner is a research associate at the Bayerische Staats
bibliothek Munchen, Handschriftenabteilung. 

Fig. 11. The Descent ft-om the Cross, sheet: 13.2x 9.5 on. Bayonne, Musee 
Bonnar, Colleccion Bonnar (inv. 1251) 

Fig. 12. Saint Christopher, sheer: 13.4 x 9.5 an. Bayonne, Musee Bonnar, 
CoUecrion Bonnat (inv. 1248) 
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Fig. 13. The Dormition of the Virgin, sheer: 13.3 x 9.9 on. Bayonne, 
Musee Bonnat, Collection Bonnat (inv. 1252) 

NOTES 
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Cermarm, in Ka.talog der ckutschsprru:higen illustrierten Handschriften des 
Mittelalters, Bd. 5, Vcroffentlichung dcr Kommissioa fur Deutsche 
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174-76, reprinted in Schmidr, Malerei ckr Gotik, 78-81; A. 
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exh. car. (Klosterneuburg/Vienna, 1998), 53; M. Roland, "BuchmaJerci," 
in Geschicht:e der Bildmdm Kunst in Ostermch. Spotmitulalrer umi 

Rnutissance (Munich, 2003), 525-27; and recendy my contribution in 
the fu.csimile commentary K-G. Pflindtner and A Haidinger: Das 
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Faksimik-AJ1Jgabe cks Codex 2368 der Ost=ichischer1 Natiormlbibliod~k 
Wien (Graz, 2004), esp. 36-53. 
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Cekbrated Presses (London, 1910), 134-36, no. 283. 

3. C. G. Boerner, Manwcripte 1md Miniaturen des XII. bis XVI. 
Jahrhunr.krts, Handuichmmgm des XV bis XVII. Jahrlmndms, Auction 
110 (Leipzig, 28 November 1912), 3f 

4. J. Rosenthal, Katalog 90 (Munich, l 928), l 16f, no. 196, rablc XX; J. 
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Spmche (1929), no. 6, fig. 6. 

5. H.P. Kraus, Catalogue 88: Fifiy Mediaeval a11d &,,aissaTJu 

Ma7111.1cripts (New York, 1957-58), 30-32, no. 14. 

6. Miniarurc with frame: 109 x 72 mm. 

7. Miniarure with frame: 107 x 75 mm. 

8. Miniature with fume: 107 x 74 mm. 

9. D. Miner, Since de Ricci, 95. For the reconsrruaion of the original 
placernenr of chat curring, see Cermann, KAtalog, 28, 30. Miniarure with 
frame: 110 x 74 mm. Without knowledge of the autings at Bayonne, 
Cermann also proposed the following iconography for the missing leaves 
in the Office of the Passion-nearly correctly, as we can now say: The 
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10. The measurements of the miniacures (not the leaves) of the Musee 
Bonnar cuttings, including their frames, are as follows 
Annunciation: Inv. 1244 112 x 75 mm 
Visirarion: lnv. 1245 108 x 74 mm 
Adoration of the Magi: Inv. 1246 109 x 74 mm 
Circumcision: Inv. 1247 l 10 x 74 mm 
Saine Christopher: Inv. 1248 116 x 73 mm 
Agony in the Garden: lnv. 1249 109 x 75 mm 
Mocking of Christ: Inv. 1250 l 13 x 74 mm 
Descent from the Cross: lnv. 1251 l 08 x 73 mm 
Dormition of the Vu-gin: Inv. 1252 108 x 78 mm 

11. 118 x 75 mm with eighrccn lines instead of the sc:vcntocn in the fim. 
three quarters of the manuscripr. 

12. On the Srockholm prayerbook, see Schmidc, ~Buchmalcrci," 175: 
more recently PP.ind mer and Haidingcr, Das ABC-uhrbw:h, 37 and K.-G. 
Pf'andmer, aDas Gebetbuch des Johann Sicbenhirter in Stockholm: 
Gesch.ichte-Aw.mrrung-Bedeucung." Cmnthia I (2007): 107-156. 

13. The manuscripr muse have been executed befoR: 1469, for it displa~ 
only Siebenhirrer's personal coat of anns rather than chat of che OrJer 
ofSainr George. See Schmidt, "Buchmalerci." 175. 

14. Sec Prandcnerand Haidinger, D1ZSABC-uhrbu<l1, 36-3"', 40-41. 

PHOTOGRAPHY CREDITS: ©TheOevelandMuseum ofAn:fig.4; 
Courresy Musee Bonnar, Bayonne: fi~ 5-13; Waltm Art Musrum, 
Susan Tobin: figs. 1-3 



A Renaissance Ceiling in Baltimore from the Palazw Aliverti in Milan 

C.D. DICKERSON III 

On 27 May 1903 the Venetian antiques dealer Giuseppe 
Piccoli concluded the sale of what is almost cen:ainly the 

largest art item ever acquired by Henry Walters: ''A ceiling 
composed of 10 large square pieces in Renaissance style with 
reliefs of all varying designs from the noble Aliverti family 
of Milan." 1 By September of that year, the wooden ceiling, 
which measures approximately 13.5 x 7.5 meters when 
assembled, was steaming toward New York, soon to be sent 
on to Baltimore, its final destination.2 In 1905 Walters broke 
ground on the large Italianate building that would become 
his art gallery on Mount Vernon Place; by its completion 
in 1907, his young architect, Williams Adams Delano, 
had made the ceiling part of the permanent fabric of this 
building, using it to crown the main, south-side room on 
the ground level, a function it continues to fulfill today.3 

Since its departure from Italy in 1903, the Walters' 
ceiling has been virtually lost. In 1934 a plaster ceiling was 
suspended from it, and this was removed only in 1975 
during a campaign to renovate the building. The original 
woodwork was then restored.4 The one instance when the 
ceiling did receive scholarly treatment, in a publication of 
1967 on the Palazzo Aliverti, the author assumed the ceiling 
to be destroyed since he could not trace its whereabouts. 
While the ceiling's provenance has been recorded in its 
curatorial file since its accession, this information has never 
reached a wider audience. This brief note seeks to connect 
these two sources as a platform for future research. 

As indicated in the sales receipt drawn up by Piccoli, the 
main portion of the ceiling takes the form of ten, identical 
square coffers, all carved .6-om wood. These units are arranged 
in two equal columns and feature at their center a hexagon 
decorated with a foliate motif (fig. 1). Piccoli fails to mention 
the fourteen rectangular bays that run around the perimeter 
of the ceiling, constituting a decorative border. Eight are 
adorned with abstract patterns that surround a plaque 
containing epigrammatic inscriptions in Latin.5 The four 
bays on the short sides of the ceiling are decorated with 
grotesque heads, while the two central bays on the long sides 
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of the ceiling fearure heads of Medusa. The Medusa on the 
north wall is especially well carved. Her face is sensitively 
modeled, while the snakes that form her hair are deeply 
undercut and seem animate. 

Purely in stylistic terms, the Walters' ceiling, with its 
strict sense of balance and order, fine classical details, and 
monumental scale, speaks the language of late sixteenth
century Italian architecture. Piccoli helps to confirm this 
dating by noting that the ceiling came from "the noble 
Aliverti family of Milan," a clue that leads directly to the 
late sixteenth-cenrury Palazzo Aliverti, situated on via Broletto 
(no. 20) in the heart of Milan's medieval quarter. In 1967, 
on the occasion of this building's conversion into a bank, 
Ferdinando Reggiori published an extensive account of the 
history of the palace, and this remains the principal source 
for the patron of the Walters' ceiling, the largely forgotten 
Castopolimio Aliverti.6 Reggiori indicates that in 1524 
Castopolimio was living at his family's residence near Milan's 
Porta Ttcinese.7 By 1547 he had moved to the via Broletto, 
renting a structure that also served as the site of his fur and 
fabric business. This venture was evidently successful, for 
he was able to purchase his rented quarters in 1560 and 
commission a new paUIZZO to take its place. This structure 
was likely completed around 1565, just after the ceiling 
now in Baltimore had been installed. 

According to Reggioro, who again does not cite his 
source, two carpenters by the names of Ambrogio da Ello and 
Giovanni Pietro Alfieri were contracted on 29 May 1563 
to execute a ceiling in the Palazzo Aliverti's main salon. 
They had reportedly finished their job by 22 April 1564, 
the date of their last payment receipt.8 That this ceiling is to 
be identified with the one now in the Walters Art Museum 
can be said with absolute certainty, for Reggioro had at his 
disposal an eyewitness description of the ceiling made in 
1881 before the ceiling had been removed.9 Citing this 
source, Reggiori provides the same measurements as those 
for the Walters' ceiling as well as transcriptions of four of the 
inscriptions. Reggiori was also lucky to have a watercolor 
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Fig. l. Dccail of coffers from the ceiling in the main salon of Palazzo Aliverri. Undaced phocograph in curatorial files, acc. no. 64.154, Baltimore, 
Walters Arr Museum 

done by the painter Giuseppe Candiani around 1881 
depicting the ceiling (fig. 2). 10 By this date, the ceiling's 
original room had been partitioned into three separate 
rooms, so Candiani's watercolor represents an imaginary 
reconstruction of the ceiling's original setting, known to 

have included wall frescoes. 11 In any case, the ceiling that 
Candiani depicts corresponds precisely with the one now 
in Baltimore. 

During the sixteenth century, the Walters' ceiling was 
not the only impressive work of carpentry to be installed in 
the Palazzo Aliverti. There were at least two other wooden 
ceilings, botb smaller, one of which survives and is now on 
display in the Castello Sforzesco in Milan.12 This ceiling is 
more daboratdy decorated than the Walters' c.eiling, featuring 
an assortment of figurative elements, such as female allegories 
in the corners, two busts of emperors in roundels (top and 
bottom of rhe ceiling), and rwo children flanking the carrouche 

JJO 

at the center of the richly carved dodecagon that forms the 
main decorative field. No payments are known for chis ceiling, 
buc it must dace from the !are sixteench-·cemury since it 
bears the Aliverti coat-of-arms, three sers of wings.° 

As for the third ceiling, Reggioro describes ic as lose, 
and it remains unidentified.1

• Whac Uctle we know about it 
comes from Reggiori's eyewitness source, menrioned above, 
the historian Enrico Mazzola. According co him, the ceiling 
fearured at its center a representation of Mercury, while on 
its periphery were four medallions wirh portraits of emperors 
as well as four of empresses. Perhaps by giving fresh attention 
to the Walters' ceiling, chis other important artifact from 
the original Palazzo Aliverti will be identified. 

CD. Dickerson lll is assoda~ mrruor of Emo-pe1111 art at dx KimbdJ 
Art Museum, Fort Wflrth 



Fig. 2. Albumen photograph, undated, of Giuseppe Candiani watercolor of d1e main salon of Palazzo Aliveni, Milan. Curatorial files, acc. no. 
64.154, Baltimore, Walters Art Museum 

NOTES 

My initial research on the ceiling (acc. no. 64.154) was undertaken in Fall 
2005 at me request ofJoaneach Spicer, the James A. Murnaghan Curaror 
of Renaissance and Baroque Art at the Walters Art Museum, who sought 
more information on chc room mac would become me new Chamber 
of Wonders. 

1. For this sales receipt, see the curarorial file for acc. no. 64.154: "Plafons 
[sic] compose de 10 grands pieces carres en style renaissance avec des 
freres rouces en Dessins variees qui provient de la Noble farnille Aliven:.i 
de Milan.'' Giuseppe Piccoli, a self-described "negociant d'antiquites," 
ran his business fi-om a building in die sestiere of San Polo near the 
Palazzo Barbarigo della Terrazza. The address for the ground entrance 
was Calle Priuli, no. 2088. 

2. In a letter dated 20 September J 903 addressed to Henry Walters in 
New York, Piccoli advises Walters on how to expedite his shipment 
through customs, suggesting chat it was already en route (see curatorial 
file for acc. no. 64.154). 

3. For me history of di.is consm1ccion, see William Johnston, William 
and Henry Waiters, the Reticent Collectors (Baltimore, 1999), 163-69. 

4. I thank John Klink, fonnerly chief designer ar the Walters Art Museum 
(now wim Charles Mack Design), for discussing die restoration wim 
me. He indicated mar after the plaster ceiling was removed, there were 
many holes chat had co be filled widi puny, including those created by 
the suspension rods for die plaster ceiling. Once these had been repaired, 
the ceiling was spray varnished. 

5. Moving clockwise, these inscriptions read (1) ERRARE COMMUNE F.ST 

OMJNIBUS (normwest comer); (2) NUU.UM DAMNAVERIS NON COGNITA 

CAUSA; (3) FOELJX ERIS! SI IN OMNLBUS WIES; (4) ABEUNT OMNIA UNDE 

ORTA SUNT (nordieasc comer); (5) SILENOO MU111S RESPONDETUR 

(southeast comer); (6) VUUUS IN ACTIONE CONSISTIT; r:T) INDUSTRIAM VAU)E 

DEUS AOJUVAT; and (8) EX IABORE GLORIA ORITUR (southwest corner). 

6. Ferdinando Reggiori, Palazzo Aliverti a Milano: N11ova setk tkl 
Mediocredito Regional.e Lombardo (Milan, 1967). 

7. For the life ofCastopolimio, see Reggiori, Pala=Aliverti, 48-50. 

8. lbid., 50. 

9. E. Mazzola, Di tre soffitti della seconda maJl def XVI intagliati in l.egno 
di /arice esistmri nel/a casa gilt Aliverti ora Carones (via Broletto 20) 
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(Milan, 1881). I have not had rhe opporrunicy to consult this source. 
The ceiling appears to have remained in place unril ar lease 1890, when, 
according ro Reggiero (1967, 50), Mazzola came our with a second edicion 
of his small pamphlet on the three ceilings. 

10. Reggiori, Pala= Aliverti, 40, provides no indicacion where chis 
watercolor exisrs, only thar it was prepared by Candiani and exhibited 
at the Esposizione Nazionale held in Milan in 1881. 

11. On this subdivision into three rooms, see ibid., 51. With regards co 
the frescoes, Reggiori (ibid.) quorcs Mazzola as wricing that the walls of the 
main salon and "the adjacent salon is decorated with frescoes representing 
mythological and medieval subjects. The scyle is very good, and the period 
of the work can be re rained as contemporaneous with that of the ceiling." 
("dell'attiguo sa.lorrino sono ornate di affreschi rappresentanti soggeti 
mitologici e medioevali. Lo stilee buonissimo e l'epoca del lavoro si puo 
ritenere comemporanea a quella dei soffitti.") No trace of these frescoes 
remains today. 

U. See Reggioro, Pala= Aliverti, 51-52. The measurements of the 
ceiling are given as 7.33 x 4.76 meters. 

13. Reggioro, Pala=Aliverti, 51, indicates char the letters AL. and C. E 
are carved next to each of the rwo busts. These were interpreted by 
Mazzola, Di tre soffitti, co srand for Alivertius Castopolimu.s Erexit. 

14. See Reggiori, Palazw Aliverti, 52-53. The measurements of the ceiling 
are given as 5.48 x 4.20 meters. 

PHOTOGRAPHY CREDITS: Walters Art Museum, curatorial 
files: figs. 1, 2 
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Pentimenti in Hieronymus Francken the Younger's and Jan Brueghel the 
Eider's The Archdukes Albert and Isabella Visiting a Collector's Cabinet 

ERIC GORDON 

Pentimenti, or changes, in paintings reveal the crea.tive 
process of making a picture. The journey from a painter's 

inspiration to his final presentation is rarely illustrated as 
clearly and perhaps as poetically as in the ghosrs of an earlier 
image appearing from beneath a completed composition. 
The recent conservation treatment of The Archdukes Albert 
and Isabella Vuiting a Collector's Cabinet, attributed to 
Hieronymous Francken the Younger (1578-1623) and 
Jan Brueghel the Elder (1568-1625),1 in the collection of 
the Walters Art Museum (acc. no. 37.2010, fig.I), uncovered 
intriguing pencimenti that shed light on the complexities 
involved in the creation of a picture by more than one artist. 

The panel entered the Walters in 1948 as a museum 
purchase, previously having been part of the J. Pierpont 
Morgan collection.2 The picture illustrates a visit by the 
archdukes Albert and Isabella- rulers of the Southern 
Netherlands- and other visitors to an unknown seven
teenth-century gentleman's constkamer. a gallery containing 
wonders of the natural world (exotic animals, flowers, and 
shells) and examples of human artistic endeavors (paintings, 
sculpture, and musical instruments). Typically, pictures 
such as these-a popular subject in seventeenth-century 
Flanders-were collaborative efforts between painters 
with different specialties. Jan Brueghel the Elder, court 
painter to the archdukes in Brussels from 1608 until his 
death, is credited with the flowers at lower left; other parts 
of the composition are attributed to Hieronymus 
Francken the Younger. 

Although the panel had received numerous coats of 
varnish to resaturate and clarify the surface, it had not been 
cleaned since it entered the museum's collection. With 
time, the varnishes had visibly discolored, diminishing the 
impact of the composition. In preparation for a loan, the 
painting was examined and a decision was made to thin 
the surface coatings. Cleaning revealed a slightly damaged 
but generally well-preserved painting. 
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Of particular interest was a peculiarity in the composition 
that had been observed at least since the picture entered 
the Walters' collection: a large, two-faced dog lying on the 
floor to the right of Archduke Albert (fig. 2). Both of the 
dog's faces are completely painted, down to the whiskers 
and affable expressions. There is no record of either face 
having been covered over at any stage in the painting's 
provenance; the two faces are not, in any event, the result 
of a recent cleaning or restoration. 

Thinning the varnish revealed an area in the bottom 
left comer where restoration covered an original artist's paint. 
On the urn of flowers, later, poorly executed brown highlights 
had been retouched by a restorer on top of more recent varnish 
layers, concealing additional pieces of fragmentary classical 
marble sculpture. Removing the restorations with mild 
solvents exposed the carved head of a young man and the 
back half of the left foot visible to the right of the urn in 
addition to a head and torso (seen in three-quarter profile 
from the back), hand, and knee (fig. 3). T he head resting on 
its side, proportionally larger than the other statue fragments, 
is H ellenistic in style with long, curly hair, an aquiline nose, 
deep-set eyes, and high cheekbones. With the restorations 
removed, the fragment of a left foot that seemed to poke 
out from the side of the urn became whole, including a 
back half, a heel, and an ankle. 

Another version of the painting, attributed variously 
to Frans Francken II (1581-1642) or to Adriaen Stalbent 
( 1589-1662), in the collection of the Museo Nacional del 
Prado, Madrid (fig. 4)/ offers insight into the development 
of the Walters' painting and a possible explanation of the 
pentimenti. With the exception of the figures, the Prado's 
version is very similar. The paintings and decorative objects 
in the room are arranged identically, but Archdukes Albert 
and Isabella and their animals are absent, as are the other 
female visitors; the Prado's picture is populated exclusively 
by gentlemen. Additionally, the flowers and fruit in their 
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Fig. 1. Hieronymous Franclcen the Younger (1578-1623) and Jan Brueghd the Elder (1568-1625), The Archd11kes Alhert and lsabr/Ja Viiiting a 
Colkctor's Ozbinet. Oil on panel, 94 x 123.3 cm. Balcimore, Walters Art Museum, museum purchase, 1948 (37.20 I 0), afi-er conservation tttatmem 

Fig. 2. 37.2010: Decail showing dog, before crearmenc Fig. 3. 37.2010: Detail of staruary with rcstor.uions tcmO\ cd 
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Fig. 4. The Sciences and the Arts. Oil on panel, Madrid, Museo de! Pr-ado (inv. no. 1405). The work is arrribured by rhe Prado ro Adriaeo Sra.lbent 

(1589-1662) 

Fig. 5. Derail of figure 4, showing stan=y and dog Fig. 6. 37.2010: Derail of lower-left comer, after c:reacmenr 

115 



containers are missing. In the Prado's picture, the large dog 
in the left foreground scares forward, coward the viewer 
(fig. 5). In the Walters' version, it appears th.at the archdukes 
may have been insened in the composition after most of 
the picture had been painted. At that point, the dog's head, 
which had been looking forward, was reworked to cast an 
eye toward the important visitors. Subsequently, the panel 
was handed over to Breughd, who added the urn of flowers. 

Thus it appears th.at Hieronymous Franken the Younger, 
the painter responsible for the sculptural group in the corner, 
laid in his work before Breughd, the flower painter. Close 
inspection in fact reveals that the flowers were painted on 
top of the right shoulder of the statue fragment, as well as 
over chairs, the bottom of the windowsill, and the tablecloth.. 
The stems of the carnations growing out of a clay pot were 
similarly painted over the dog (see fig. 2). Later, after the 
flowers had been added as part of the original painting 
campaign, the urn must have been painted on top of the 
staruat:y fragments. Through the years, the urn may have faded 
or become abraded by cleaning(s) and was subsequently 
reinforced in restoration. In any case, there seems to have been 
either a lack of communication between the artists before 
the execution of the picture, or a change of thought at a late 
stage in the painting's composition; the marble fragments 
would not otherwise have been included in the composition. 
One might imagine th.at the constkammer picture had become 
so crowded with painted figures and artifacts th.arlitcle room 
was left for the flowers and fruit and their containers, causing 
Breughd to reson to painting over already existing objects. 

le appears that the oval flower painting on the wall 
behind the figures, neatly lost amid the plethora of artworks, 
was not painted by Breughd, who painted the flowers in 
the fmeground. The rather stilted and eight style of the 
petals and leaves of the oval flower painting in no way 
resembles the light, loose brushwork evident in the flora in 
the lower left corner. 

116 

With the passage of time, the penrimenti clarify che 
distinction of subject matter as the basis for artistic input 
in the Collector's Cabinet. Furthermore, they give a general 
sense of the sequence of the two anises' participation in the 
making of the picture. 

Finally, m considering how to reintegrate the penrimenti 
into the cleaned painting. curator Joaneath Spicer and I 
agreed that because the dog's two faces had remained exposed 
for a substantial period and the painting was published 
and well known in chis condition, it would be acceptable 
to leave th.is penrimento exposed. The recently revealed 
sculptural motifs, however, risked weakening the compooirion. 
Therefore, the derails were documented in photographs 
for the museum's curatorial and conservation files and 
lightly retouched to strengthen the srrucrure of the urn, 
while suggesting th.at underneath the top surface, another 
form might exist (fig. 6). 

Eric Gordon (egurdon@thewaf.tm.qrg) is hwi qfpaintings C<JllSmHJhfln 

at the Walters Art Museum. 

NOTES 

1. Joaneath Spicer, the James A. Mumaghan Curacor ofRcnaissancr and 
Baroque Art ac the Walters Art Museum, has amibuccd the painring 10 

Hieronymous Francken the Younger, with the excrption of the flower 
piece ac the left, which she gives to Jan BrueghcJ the Elder; she daces the: 
composicion ca. 1621-23. 

2. E. Zafran, Fifty Old Mann Painting1 ftom tht \Ylalun Art Galkry 
(Baltimore, 1988), 104. 

3. The arcribution to Frans Francken 11 is chat of S. Spcth-Hohc:rfofT, 
Les pei11tn:s f/amands de cabinets d'amate11rs au XV/_/ si«k (Brussels, 

1957), fig. 11; the Prado accribures the work co Adriacn Stalbcm. 

'.ill 
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Poelenburch's Changes to His Portraits of Jan Pellicorne 
and Susanna van Collen 

JOANEATH SPICER 

The companion portrait miniatures (figs. 1 and 2) 
executed around 1626 representing the wealthy 

Amsterdam couple Jan Pellicorne (1597-after 1653) and 
his wife, Susanna van Collen (1606-37), by the Utrecht 
artist Cornelius van Poelenburch (1586-1667)1 are 
arguably the finest portrait miniatures painted in the 
Dutch Republic and also the most intriguing, given their 
role in the development of the oft-discussed Arcadian 
imagery so beloved by the Dutch elite. In addition, they 
are rare examples of portrait miniatures that underwent 
major compositional changes~their initial appearance in 
everyday attire characterized by large, starched conventional 
ruffs overpainted by the newly fashionable, romantic 
Arcadian costume visible today. 2 

The evidence for these changes is provided by electron
emission radiography (figs. 3 and 4), a particularly sensitive 
form of radiography that can produce an image from a 
painting involving white lead on copper, in spite of the 
absorption of the rays by the metal support. In 1964, the 
observation in raking light of a change in profile on the 
portrait of Susanna van Collen led to a project partially 
carried out at the Rochester Institute of Technology that 
applied various imagining techniques to the portrait of 
Susanna, including electron-emission radiography (fig. 4), 
whereby (to quote from the report) "the image is created by 
electrons emitted by the pigments when irradiated by high 
energy X-rays." 3 Decades later, as I was preparing entries on 
these portraits for the exhibition catalogue Masters of Light, 
Dutch Painters in Utrecht during the Golden Age (Baltimore, 
San Francisco, and London, 1997-98),4 discussions with 
Terry Drayman-Weisser, head of the division of conservation 
and technical research at the Walters, led her to attempt to 
arrive at comparable results with the radiography equipment 
available at the Walters (lacking the appropriate filters). 
The image (fig. 3) is not as easy to read, but in it the shadow 
of a ruff is visible. In addition, the styling of Jan's hair is 
less calculatedly disordered in the radiograph.5 In 1997, 
only the previously published radiograph of Susanna (fig. 
4) accompanied the entry. However, given the importance 
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of these miniatures, we would like to make this image as 
well generally available. 

joaneath Spicer (jspicer@thewalters.org) is the James A Murnaghan 
Curawr ofRenaissance and Baroque Art at the Walters Art Museum. 

NOTES 

1. Walters Art Museum, acc. nos. 38.226, 38.227. See most recently my 
discussion in J.A. Spicer wid1 L Federle Orr, Masters of Light, Dutch 
Painters in Utrecht during the Golden Age (San Francisco, Baltimore, and 
London, 1997), nos. 60, 61 (with further literacure); J. Spicer with A 
Wheelock, Jr., Small Northern European Portraits fi'om The Walters Art 
Gallery, Baltimm? (Washington, National Gallery of Art, 2000), nos. 33, 34. 

2. For the importance of these portraits in the development of Arcadian 
imagery, see Spicer, "Introduction ro Painting in Utrecht, 1600-1650," 
in Spicer and Orr, Masters of light, 1997, esp. 33-39, and under entries 
60, 61. In 1633 or 1634, companion portraits of the couple, again in 
searched collars and now with their children, were commissioned from 
Rembrandt (Wallace Collection, London); for the most recent com• 
menrary on the attribution, see C. Brown, "Rembrandts Reassessed," 
Apollo, December 2006, esp. 58-60. 

3. For an explanation of the process, see che repon of the imaging carried 
our on the Portrait ofS11sanna van Co/Im: C. F. Bridgman, P. Michaels, 
and H.F. Sherwood, "Radiography of a Painting on Copper by Elcccron 
Emission," Studies in Comervaricn 10, no. 1 (Febniary 1965), l- 6. "If 
the painting is on mecal, che absorption of the support can be so great 
that che slight additional absorption of d1e paint layers will be all but lost 
in the radiograph, using X-radiography. Electron-emission radiography. 
.. , however, makes use of the electrons emitted by the paint itself, when 
'bombarded' with X.rays, to reveal the surface and sub-surface details of 
the painr layers. Thus, the composition of the support material only 
plays a minor role in the formation of the radiographic image." Ibid., 
I. Photographs were made by printing the radiographs as if they were 
negacives. To maintain a comparable orienration to che actual pai.ntingi;, 
they were printed in reverse. 

4. See note 1. 

5. Since die appearance oflili hair in rhex-radiograph is already coo disordered 
for normal decorum, I suspect that a neater styling lies undemeu:h these locks. 

PHOTOGRAPHY CREDITS: Charles Bridgman and Harold 
Sherwood: fig. 3 Terry Drayman-Weisser: fig. 4; W.,Icers An Museum, 
Susan Tobin: figs. 1, 2 
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Fig. 1. Corndius van Poelenburch, Portmit of Jan Pellkorne, ca. 1626. 
Oil on copper, 9.8 x 7.6 cm. Baltimore, Walters Arr Museum, gift of 
the A. Jay Fink Foundation, Inc., Baltimore, in memory of Abraham 
Jay Fink, 1963 (38.226) 

Fig. 3. Elecrron-emission radiograph (J 997) of Portrtti1 of Jan Pe/licome 
(printed in revei:se) 
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Fig. 2. Cornelius van Poclenburch, Portmir of S11S1Z1111a va.n Co/In,, ca. 
1626. Oil on copper, 9.8 x 7.6 cm. Baltimore, Walters An Museum, 
gift of the A. Jay Fink Foundation, Inc., Baltimore, in memory of 
Abraham Jay fink, 1963 (38.227) 

fig. 4. Electron emission radiogmph ( 1964) of PortTrJ,r of Susanna"'"' 
Co/Im (primed in reverse) 



The Technical Characteristics of a Terracotta 

Attributed to Fran<;ois Duquesnoy 

JULIE A. LAUfFENBURGER 

The examination of the Walters' terracotta sculpture The 
Infant Christ with the Crown ofThorn.s (acc. no. 27 .37 4, 

fig. 1) in preparation for its installation in the museum's 
rte0nc:civcd Renaissance and Baroque galleries revealed several 
interesting features of its production. Those addressed here 
include the original role the terracotta served in the creative 
process, how it was made, and the original appearance of 
the surface. Observations and information gleaned from 
the physical examination and analysis of the piece itself form 
the basis for answers to these questions. A simultaneous 
investigation by then assistant curator for Renaissance and 
Baroque an, Morren Sreen Haruen, has considered the question 
of its attribution, weighing the evidence for its attribution 
co Fran90is Duquesnoy (1597- 1643),1 a prominent Baroque 
sculptor born in Brussels who worked primarily in Rome. 
Duquesnoy looked toward antique sculpture for inspiration 
and was known for his unemotional classicizing manner, 
producing works in terracotta, bronze, and marble. 

Reaching toward, but not yet touching, the crown of 
thorns in front of him, the Christ Child is surrounded by 
other symbols of his furure Passion, including a small hammer, 
nails, and a whip, all laid on a draped ovoid platform. The 
sculptural rendering of the Christ Child plays upon the 
fleshy quality of the infant body, a type referred co as the putto 
modemo chat was popularized in the seventeenth century 
by Duquesnoy while in Rome in the 1620s and 1630s.2 An 
early example of Duquesnoy's putto moderrw can be found 
in his Cenotaphe d'.Adrian Vryburch (1628), perhaps the 
most prominent illustration of this motif from his oeuvre. 

Evidence pertaining co the method of manufacture and 
the original function of a sculpture can be gleaned through 
a detailed examination of the physical evidence left behind 
by the artist. Following careful observation of the Walters' 
Infant Christ with the Crown ofl'homs, the tools and methods 
of manufacture of the sculpture were determined. This 
provides a view into the European Renaissance and Baroque 
sculptural tradition and places the Walters' terracotta in 
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context with a continuum of clay craftsmanship extending 
&om prehistory until the present day.3 

The proliferation of sculpture production in the Baroque 
period necessitated an increased dependence on workshop 
assistants and models. As a direct result, sculptors' models 
attained new starus as points of reference and study for 
final commissions.' 

Sculptors often created many chree-<limensional sketches, 
known as borutti, before pursuing their final commission.5 

The smoothed quality of The Infant Christ with the Crown 
ofThorns indicates it may have been either a completed work 
of art or a modello, a refined model created as a reference 
for a larger or more intricate sculptural group. The terracotta 
modelli of Duquesnoy were known to be of value to other 
sculptors; several were in the collection of Fran90is Girardon 
(1628-1715), sculptor to Louis XIV ofFrance.6 

Clay, essentially composed of alumina, silica, and water, 
possesses a unique combination of working properties, 
namely malleability and cohesiveness. It is the platelike 
structure of the day molecule built up into layers that 
allows for ease of manipulation or "slippage" of one molecule 
over the other when clay is wet. Further, clay retains its shape 
when deformed because of the specific type of physical bonds 
formed within its matrix.7 Among the materials available to 
sculptors in the seventeenth century, clay and wax behaved 
in a similar manner. Combined with their affordability 
and availability, they were used almost exclusively as materials 
for three-dimensional sketches or sculptors' models. Once 
produced, clay models could be broken down for reuse of 
materials or fired to preserve the worked form. Fired clay, 
or te-rracotta in Italian, undergoes a chemical change that 
results in a permanent and immobile structure. This may 
be why there are more extant sculptures made of terracotta 
than wax, which remains motile and is easily damaged. 

This smaller than life-size terracotta, measuring 28.6 
cm high by 39.8 cm across, was modeled free-hand in the 
round while fixed to a board or turntable. When turned 
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Fig. 1. Arcribured co Franc;ois Duquesnoy (Flemish, 1597-1643), The Infant Om.st wilh dx Crown o/Thoms, ca. 1640. Tcrr:icoaa with gilt, 28.6 x 39.8 
cm. Baltimore, Walrers Arr Museum, bequest of Henry Walters, 1931 (27.374) 

on its side, a conical void is visible at the center of the 
underside, hollowed out with repetitive scrapes of a round
ended cool (fig. 2). Because the underside shows signs of 
scraping away of day, it is likely chat the sculpture was inicially 
modeled as a solid form and hollowed out only when it was 
determined chat it would be fired and preserved. Also visible from 
beneath are impressions of the artisc's fingerprints, preserved 
in the fired clay. Parallel scratch marks in the upper left 
corner of the underside were formed when a metal wire was 
used co cut or remove the day from its turntable. Once 
removed, in an almost leather-hard state, a flat scraper, 
either of wood or metal, was employed to chin the day 
along the base to ensure more even drying, thus diminish
ing the risk of shrinkage and cracking during firing. 

In fact there was some damage co the terracotta during 
firing. A branched hairline crack extending across the child's 
groin is a result of shrinkage during firing. Other damages 
to the draped platform are more significant. A pie-shaped 
wedge at the left side of the base has been neatly reattached 
with plaster. The rounded edges of chis wedge suggest the 
possible use of a fired insert that may be contemporary with 
the sculpture, used co repair a damaged area of the base. In 
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fact, the pattern of combed lines on the wedge section does 
not correspond exactly with the combed pattern on the 
surrounding sections of the base, further supporting the 
idea of a fired insert. It was nor uncommon for rerracon:a 
sculptures to be repaired after sustaining damage during 
firing; often chose repairs were masked with obscuring 
decorative surface layers.8 Another crack at the back of the 
platform has been smeared with plaster, as has almost half of 
the underside of the base. Examination of the x-radiograph 
looking down onto the base shows additional cracks in the 
base as well as wrinkles or voids &om the working of the clay, 
both now obscured by the heavy plaster restoration. This 
plaster appears to be a later restoration attempt and has 
none of the subtlety of the repair to the triangular section 
of the base. A third break at the front of the platform, just 
beneath the flail, remains unresrored. 

The terracotta was formed in an additive fas.hfon by 
combining large masses of day co form the major sculprunl 
elements. This is confirmed when examining the x-radiograph 
(fig. 3)~ which also shows char the piece is solid except for 
the hollowed-out cone shape in the torso region, panially 
visible from the underside. Shrinkage cracks ar the points 



Fig. 2. Detail of /11.fam O,ris1, underside, showing conical void, rool marks, and plaster repair 

of attachment of separate clay masses are visible as dark 
vertical lines at the connection point between the arms 
and the torso much like a doll with articulated limbs. 
Shrinkage cracks across the upper thighs also indicate that, 
Uke the arms, the legs were formed as separate clay masses 
and attached to the torso for final sculpting of details. 

The drapery at the back served as a support for the 
outmctdied left arm to prevent sagging of chis heavy extension. 
Similarly, a wooden support may have been used to elevate 
the right hand co just hover above the crown of thorns and 
avoid sagging during firing. 10 Variations in the density of 
the x-radiograph correspond to differences in thickness of 
the clay. This is a result of modeling free hand rather than 
pressing rolled sheets of clay into a preformed mold. A recent 
association of the Walters' terracona with Duquesnoy's 
scudent Artus Quellinus the Elder (1609-1668), proposed 
by Scecn Hansen, lead to a comparison of techniques between 
the Walters' Infant Chnstand an example of Quellinus's work 
in the Statens Musewn for Kunst, Copenhagen, depicting 
the Infant Christ with a Cross from the 1650s (fig. 4). The 
similarities between the two terraconas are striking in terms 
of motif and approach to subject matter, but differences in 
their manufacture sec them apart.11 The Copenhagen Infant 
Christ is said co have been mold-made. If the Walters' 
Infant Christ had been mold-made, the x-radiograph 
would show clay walls of more or less even thickness 
conforming to the outer contours of the sculptural form. 

The terracotta surface of the Walters' Infant Christ is 
worked and smoothed to a very high degree and reveals little 
of its initial stages of manipulation by hand. It is both 

refined and elegant and therefore can be securely referred 
co as a mode/lo and is cenainly fine enough to have served 
as an end unto itself The degree of finish would have made 
its translation unto a final work a fairly direct procedure. 
Models intended to be used as direct sources for enlargements 
in other media often retain some sign related to that 
procedure. 12 None of the tell-tale signs, including red paint 
or pencil marks used as points of reference or drag marks 
in the wee day from a pointing instrument, were noted on 
the Walters' cerracona. While there is no known marble or 

Fig. 3. X-radiograph of Infant Christ 
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Fig. 4. Artus Quellinus (Flemish, 1609-1668), The Infant Christ with a Cro.tr, 1650s. Tcrracorm, 20 x 25 x 12.7 cm. Copenhagen, Starens MU5CUm for 
Kunst: (inv. no. KMS5549) 

bronze corresponding to The Infant Christ with the Crown 
of Thorns, it is not clear whether it was used as a direct 
model for a final unknown commission. Other examples 
of Duquesnoy's terracottas with similar motifs are found in 
engravings from the Galerie Girardon. One in particular, 
described as Enfant a demi allonge m appui sur un bras qui 
brandit une couronne, shows similarities with the Walters' 
Infant Christ with the Crown ofThorns, but the sculpture's 
whereabouts are unknown. 13 

A simple repertoire of tools was used to form the subcle 
and vibrant surfaces of the terracotta. Several toothed cools 
of varying fineness and width were used to create combed 
patterns in both the attached base and locks of hair. The 
base was combed with a toothed tool with 2 to 3-mm-wide 
teeth, while the hair was combed with a finer cool with 
teeth measuring only 1 mm wide across. Pointed tools were 
used to delineate twists in the bound rope at the base of 
the crown of thorns. This same tool was likely used to create 
lines in the eyes and to render the finger- and toenails. 
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The vdvety quality of the flesh was achieved by a 
combination of techniques. Fine parallel striations on the 
upper torso and arms of the Christ Child indicate that a 
fairly smooth. and homogeneous material was dragged over 
the surface while it was scill wet. The nacure of these fine lines 
suggests the use of a wet cloth or sponge wrapped around 
a finger and perhaps the overall application of a slip layer, 
essentially a thin, watered-down clay that served co smooch 
and even out the surface (fig. 5).1◄ Shallow ttcnchcs are visible 
where silicate inclusions were dragged along the surface 
during this finishing process. Slighcly more pronounced 
lines visible on the legs may be the result of a brisde brush 
having been dragged around the circumference of the I~ 
to help define their volume. 

In contrast to bozzmi, which have the immediacy of 
pieces modeled at a moment in time, the Walrers' lnfanr 
Christ resembles a sculpture char was conceived and created 
over a longer period and perhaps after several practice 
runs. Generally, in order co keep the clay from drying out 



Fig. 5. (rop) Detail of Infant Omst, upper corso and anns, showing striations 
Fig. 6. Dcciil of J,rfant OJTist; left dbow, showing impression of woven cexrile 

or drying unevenly, artists laid a wet woven cloth over the 
surface of clay in between periods of work. The use of this 
sculpcural technique on the Walters' terracotta is suggested 
by the preserved impression of a coarse plain woven textile 
on the Child's proper left elbow (fig. 6). Several small, 
shallow fingerprints seen on the base and underside of the 
terracotta are also clear signs of the artist at work. 

Remnants of a gilding layer are visible in small patches 
over much of the surface of the Infant Christ (fig. 7). From 
the extent and location of the remains, it is clear that at 
one point the piece was entirely gilded, resulting in a visual 
effect quite different from what we see today. In the 
Renaissance it was common for terracotta to be glazed or 
painted in full color in a fairly naturalistic way. Gilding 
terracotta surfaces is documented early in the seventeenth 
century and was used to highlight and decorate elements 
of terracotta sculpture.15 Overall, gesso and gilding layers 
were frequently applied to mask imperfections or damages. 
ln a srudy of Bernini models, Kendra Roth also suggests 

Fig. 7. Dem.ii of Infant Christ, showing gilding remnants (darker areas) 

that gilding would "certainly enhance a modello's visual 
impact and create a sense of refinement and colleccibility."16 

In the late eighteenth and early nineteenth centuries, the 
color range of unadulterated terracotta was more widely 
appreciated and sculptures more often finished with only 
a clay slip applied overall to even out the surface. It is 
instructive to examine the surface of the Walters' terracotta 
in light of these changing tastes. Several cross sections were 
taken from areas of gilding in the hair.17 An off-white 
ground layer toned with iron oxide colorant predominates. 
Directly over this layer is a layer of gilding (gold foil with no 
silver but a small amount of copper). A second fragmentary 
layer, which incorporated metallic gold, sits on top of this. 
The ground layer itself appears to be a toned layer of lead 
carbonate and shows traces of a linseed oil binder. Visible 
fluorescence under ultraviolet light distinguishes the 
uppermost portion of the ground layer from the bottom. 
The top section appears to be permeated with some type 
of medium, perhaps an oil mordant that would have been 
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used to adhere the gold leaf. Beneath all of these layers and 
closest co the terracotta is a brown layer that shows a mix 
of elements including calcium, alumina, silica and iron 
from the day, and lead. This may be an original slip layer 
mixed, perhaps, with some dirt. Traces oflead in the layer 
seem to be associated with black staining found on the 
sections of exposed terracotta surface, which was also 
found to include traces oflead.'8 

A substantial layer of grime between the terracotta and 
the lead white layer and the fact that the lead white layer 
goes over damages sustained by the terracotta indicate that 
this layer and the subsequent gilding layers are not original 
to the manufacture of the piece. At some poinc the gilded 
layer turned chis subtle modello with a buff-colored clay 
slip into a gilded collectable. 

The examination of the Walters' Infant Christ with the 
Crown ofThorns contributes directly to the body of technical 
knowledge related to seventeenth-century rerraconas and 
allows us entree into the sculptor's process. Though the 
original surface has since been altered, the work retains a 
variety of surface effects produced with only a modicum of 
tools, communicating some of the individual style of the 
artist made possible by the immediacy of the clay mediwn. 

Julie Lt.uffenburger (jlauffenburger@thewaltm .org) is senior objects 
conservator at the Walt-er.5 Art Museum. 
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