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History of the Collection

The National Gallery of Art’s collection of Italian paintings is considered the most
important in America and among the finest and most comprehensive in the world.
To provide the most authoritative scholarship on the earliest paintings in the
collection, the Gallery turned to one of the leading historians of early Italian art,
Miklés Boskovits. Italian Paintings of the Thirteenth and Fourteenth Centuries

is a fitting memorial to Miklés, who did not live to see the project to completion.
Miklés shared responsibility for the previous volume, on the Gallery’s fifteenth-
century ltalian paintings, with David Alan Brown, curator of Italian painting at

the Gallery, and others. Here he is the sole author of the catalog entries, while
Laurence Kanter, chief curator for the Yale University Art Gallery, wrote the

introduction.

Due to the ltalian collection’s size, scope, and quality, the decision was made
early on to divide the catalog into four volumes, corresponding to the standard art
historical designations of medieval, early Renaissance, high and late Renaissance,
and baroque and rococo. The first of these, published in 1996, deals with the later
Italian pictures, those dating from the seventeenth and eighteenth centuries. The
previous volume took up the fifteenth century. The present volume treats the

medieval works of the thirteenth and fourteenth centuries.

The ltalian panels discussed in this catalog are not nearly so numerous as those
dating from the fifteenth century, and, though well known to specialists, are
perhaps less familiar to the art-loving public than are the Gallery’s holdings of
works by Leonardo, Botticelli, Raphael, or Titian. All the same, this part of the
collection holds works by artists who were some of the most important Italian
painters in all of art history—Giotto and Duccio, for example, and in the case

of the great Sienese master, the National Gallery of Art is the only institution in
the United States to own not one but two panels from Duccio’s monumental
masterpiece, the Maesta. In addition, many of the Gallery’s Italian paintings from
the late medieval or Gothic period are highly important, culturally speaking, and
all of them possess manifold aesthetic attractions of their own. Displayed on the

main floor of the West Building, they occupy two galleries and share a third with

History of the Collection
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fifteenth-century works, while a large Duccesque altarpiece, because of its size, is
kept more or less permanently in storage. The online edition of this catalog also
includes a recent acquisition, Andrea di Vanni’s triptych, one of many new works
acquired by the Gallery from the Clark collection at the Corcoran Gallery of Art,

Washington, DC. (This picture was acquired after Miklés Boskovits’s death.)

Many of the paintings cataloged in this volume are small works painted for private
devotion; others are fragments from multipaneled altarpieces. In many cases,
the larger central panel of a dismantled polyptych has remained in Italy, while
the other surviving elements are scattered in museums throughout Europe and
America. An effort has been made, therefore, to suggest the original context for
these works through schematic reconstructions, with photographs of the other
panels making up the complex in question. Such reconstructions will help users
of the catalog understand the panels’ original purpose and meaning. At the
same time, these irregularly shaped fragments were often put into rectangular
frames as if to suggest that they were small easel paintings. The Gallery’s formal,
balanced hanging system has not altered this approach, though in some cases

new frames approximating period frames have been substituted.

Many of these panels were also cut down, shaved in the back, and cradled to
prevent movement, with the unfortunate result that much technical evidence
about them has been lost. That said, careful examination in the Gallery’s
Conservation Laboratory has produced a considerable amount of new technical
information, such as the fact that Andrea di Bartolo’s double-sided Madonna

of Humility (cat. 1, 1939.1.20.a, b) was in all likelihood a reliquary, x-radiography

having revealed roundels for holding relics beside the gable.

The present catalog is the first to offer a candid, thorough assessment of the
condition of the Gallery’s earliest Italian paintings. The staff of the Gallery’s
painting conservation and scientific research laboratories carried out systematic
examinations and documented the results in formal technical reports. Professor
Boskovits then used these reports as the basis for his remarks in the technical
summaries that precede each entry. The technical summaries are therefore

an integral part of the entries; they aim to inform the reader about the state of
preservation of each painting, which affects any effort to determine its attribution

or date.

History of the Collection
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Nearly all of the Gallery’s earliest Italian paintings belonged to two collectors
whose holdings complemented each other. Andrew Mellon (1855-1937), the
Pittsburgh industrialist and financier who served as US Treasury Secretary,
founded the Gallery in 1937 to rival the great national art collections in Europe.
Not an adventurous collector, Mellon had conservative taste, running to Dutch
and English portraits and landscapes. But the national gallery he envisaged for
Washington had to have early Italian paintings to be representative, so in addition
to masterpieces like Botticelli’'s Adoration of the Magi (19371.22) and Raphael’s
Alba Madonna (1937.1.24), Mellon sought out earlier Italian pictures by equally
renowned masters. Clearly, he was thinking of how the museum experience
should begin: the Gallery’s first accessioned painting is the rare Byzantine
Madonna owned by Mellon (cat. 7). The earliest painting in his collection, the
Mellon Madonna, as it came to be called, demonstrates the eastern influence
that informed many of the Italian painters who followed. Another painting, Saint
Peter, Christ Blessing, and Saint James Major (cat. 21, 19371.2.a—c), was then
believed to be by Cimabue, a major precursor of the Renaissance profiled in
Giorgio Vasari’s Lives. The three panels, grouped as a triptych, had been in the
famous collection of Italian “primitives” in Paris owned by Alexis-Francois Artaud
de Montor (1772-1849). In this catalog, Boskovits has reattributed the panel to a
contemporary of Cimabue’s named Grifo di Tancredi. In the case of another work,
The Nativity (cat. 11, 19371.8), the great name borne by the painting has stood

the test of time. The Nativity scene, accompanied by lateral panels depicting the
prophets Isaiah and Ezekiel, belonged to one of the most famous Italian paintings
of the Middle Ages—the mammoth, double-sided Maesta altarpiece, which

Duccio di Buoninsegna painted for Siena Cathedral in 1308-1311.

The Nativity came from the front side of the predella, or base, of the Maesta,
while the other Duccio panel in the Gallery’s collection, Christ Calling the
Apostles Peter and Andrew (cat. 12, 1939.1.141), was detached from the back of
the polyptych. This second predella panel was donated, with the majority of the
thirteenth- and fourteenth-century ltalian pictures, by the American dime-store
magnate Samuel H. Kress (1863—-1956). Kress also sought out masterpieces

by great names, like the Duccio or Giotto’s fine Madonna and Child (cat. 17,
1939.1.256), which is displayed in the same gallery. But, unlike Mellon, Kress
seems to have been genuinely fond of ltalian paintings and acquired them
systematically. He aimed to build the largest and most comprehensive series

of these works in private hands.[1] Kress originally intended to form his own
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museum, but he was persuaded to join his holdings with those of Mellon in the
newly established National Gallery of Art. By 1941, when the Gallery was opened
to the public, Kress’s donation consisted of 375 Italian paintings, and the Kress
Foundation later added many others. Kress’s decision to bring his collection to
Washington led to an extensive revision of his holdings over a period of years,
culling its numbers to focus on the major masters. In the 1950s it was divided up,
with the most important examples being purchased for or retained by the Gallery,
and others, including some that formed part of the original donation, dispersed to

smaller American museums.[2]

Samuel Kress’s lifelong devotion to ltalian—particularly early Italian—art may be
seen best, perhaps, in his seventeen-room duplex apartment located at 1020 Fifth
Avenue across from the Metropolitan Museum of Art in New York. Kress displayed
his collection in pseudo-Renaissance interiors, where, in a setting of period
furniture and decorative arts, marble and tile floors, carved chests and tables,

and lead-glass windows, they were meant to evoke the world from which they
came. Photographs of the Kress apartment, dating to the 1930s, feature Duccio’s
predella panels, Giotto’s Madonna and Child, and Agnolo Gaddi’s Coronation of
the Virgin next to a staircase, as well as the marvelously preserved little Nardo di

Cione triptych hanging over a bed.

This catalog follows upon and effectively supersedes the pertinent entries in

Fern Rusk Shapley’s Catalogue of the Italian Paintings, published in 1979.[3] The
Gallery’s early Italian paintings have long been a focus of scholars’ attention, but
while the present catalog assiduously records these views, whether in agreement
or contradiction, in every case it also offers a fresh examination of the works.
Similarly, the bibliography provided for each painting includes virtually every
significant citation. The history of ownership is also given in greater detail than
heretofore, thanks in part to information available from the Getty Provenance
Index and to archival research. All exhibitions in which a work appeared are
included, because of the increasing importance of exhibitions for art historical

investigation.

History of the Collection
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The donation of these thirteenth- and fourteenth-century Italian paintings to the
Gallery on the part of Mellon, Kress, and others took them out of the private realm
and made them accessible to a wide public, who we hope will find this catalog

interesting and useful.

David Alan Brown

July 2014

NOTES

[1] On the formation of the Kress Collection, see Marilyn Perry, “The Kress
Collection,” in A Gift to America: Masterpieces of European Painting from the
Samuel H. Kress Collection, North Carolina Museum of Art (Raleigh, 1994), 12—-35;
and Colin Eisler, “ ‘Gold-Ground Art’ and the Cold War: Solving the Great Kress
Mystery,” Partisan Review 49, no. 1(2002): 67-74.

[2] This process of improving the selection at the Gallery and at the same time
bringing Italian art to smaller museums may be seen in the successive catalogs
of the Kress holdings in Washington. See: National Gallery of Art, Preliminary
Catalogue of Paintings and Sculpture (Washington, DC, 1941); National Gallery of
Art, Paintings and Sculpture from the Kress Collection Acquired by the Samuel
H. Kress Foundation, 1945-1951 (Washington, DC, 1951); National Gallery of Art,
Paintings and Sculpture from the Kress Collection Acquired by the Samuel H.
Kress Foundation, 1951-1956 (Washington, DC, 1956); National Gallery of Art,
Paintings and Sculpture from the Samuel H. Kress Collection (Washington, DC,

1959).

[3] Fern Rusk Shapley, Catalogue of the Italian Paintings, 2 vols. (Washington, DC,
1979).
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COMPARATIVE IMAGES

The Carpaccio Bedroom in the Samuel Kress apartment The Venetian Sitting Room in the Samuel Kress

at 1020 Fifth Avenue, New York, 1938/1939, with paintings apartment at 1020 Fifth Avenue, New York, 1938/1939,
now in the National Gallery of Art. The Gallery’s Nardo di with paintings now in the National Gallery of Art.
Cione triptych (cat. 35, 1939.1.261.a—c) hangs over the bed. The Gallery’s Madonna and Child by Giotto (cat. 17,
Department of Image Collections, National Gallery of Art 19391.256) hangs on the wall at right. Department
Library, Washington, DC of Image Collections, National Gallery of Art Library,

Washington, DC

History of the Collection 6
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The Venetian Sitting Room in the Samuel Kress The Entrance Hall in the Samuel Kress apartment
apartment at 1020 Fifth Avenue, New York, 1938/1939, at 1020 Fifth Avenue, New York, 1938/1939, with
with paintings now in the National Gallery of Art. paintings now in the National Gallery of Art. The
Duccio’s The Calling of the Apostles Peter and Andrew Coronation of the Virgin with Six Angels by Agnolo
(cat. 12,1939.1.141) is at lower left. Department of Image Gaddi (cat. 16, 1939.1.203) hangs at left.

Collections, National Gallery of Art Library, Washington, DC

To cite: David Alan Brown, “History of the Collection,” in Italian Paintings of the Thirteenth and Fourteenth Centuries,
NGA Online Editions (Washington, DC, 2016), http://www.nga.gov/content/ngaweb/research/online-editions/italian-

paintings-of-the-thirteenth-and-fourteenth-centuries.html
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Notes to the Reader

The paintings cataloged here are arranged alphabetically by artist. For each artist,
there is a short biography with bibliography, followed by individual entries on
paintings. Each entry begins with the National Gallery of Art’s unique accession
number, the title of the work, execution date, medium, dimensions, credit line,

and a transcription of signatures and/or inscriptions. This heading is followed by
a technical summary, provenance, exhibition history, scholarly entry, notes, and

bibliography.

The following conventions are used for dates:

1250 Executed in 1250

c. 1250 Executed sometime around 1250

1250-1265 Begun in 1250, finished in 1265

1250/1265 Executed sometime between 1250 and 1265

c. 1250/1265 Executed sometime around the period 1250-1265

Dimensions are given in centimeters, height preceding width preceding, for
certain dimensions, depth, followed by dimensions in inches within parentheses.
For all paintings at least two dimensions are given, first that of only the painted
surface, and then that of the overall support. Sometimes depth dimensions

for paintings on panel are also given; these are at times approximate, when a
cradle prevents a precise measurement. Parenthetical phrases provide precise
descriptions of additional measurements taken. Framed dimensions are also
included when frames are integral to the panel. The measurements are so

exact in order to aid scholars in making and evaluating reconstructions or the

ensembles to which a number of the panels once belonged.

Notes to the Reader
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If present, signatures and/or inscriptions on the paintings are recorded as
accurately as possible. In these transcriptions, a slash with a space on either
side indicates a new line; a slash without these spaces indicates that the slash
is included in the original text. All directional references to signatures and

inscriptions are given from the viewer’s perspective.

The Provenance section gives the names of all known owners. A semicolon
between two names indicates a direct transfer of ownership of the painting,
whereas a period indicates uncertainty about the chain of ownership and the
whereabouts of the object between two documented owners. The names of
dealers, agents, and auction house sales are given in parentheses. Notes provide

sources, details of research, and discussion of outstanding questions.

About a third of the paintings cataloged here passed through the hands of
Duveen Brothers, Inc., a company headed by Joseph Duveen with offices

in London, New York, and Paris. The firm’s records, now held by the Getty
Research Institute in Los Angeles, are an important source of information and
are referenced frequently in notes to the Provenances; copies of the referenced
material are in NGA curatorial files. Approximately two-thirds of the paintings
were acquired by Samuel H. Kress himself or the Samuel H. Kress Foundation

in New York, which has kindly provided copies of its acquisition records to the
Gallery; they are held in Gallery Archives, with copies of relevant material in
NGA curatorial files. No fewer than seven paintings, including Duccio’s Nativity,
were given by Andrew Mellon. The A.W. Mellon Educational and Charitable Trust
has made copies of its records available to the Gallery, where they are held
both in Gallery Archives and, as appropriate, in curatorial files. Every effort has
been made to provide the exact location of these records. Another third of the
paintings were acquired by the Samuel H. Kress Foundation in New York, which
has kindly provided copies of its acquisition records to the Gallery; they are held

in Gallery Archives, with copies of relevant material in NGA curatorial files.

Exhibition histories through 2014 record the presence of the paintings in special
exhibitions or as individual loans from an owner to another institution. They are
as complete as possible and include exhibition catalog nhumbers, unless it is
indicated that there was no catalog or the catalog was unnumbered, and a note if

the painting was reproduced.

Notes to the Reader
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The references for each entry lists with full citations and in chronological order,
only those texts that specifically discuss the National Gallery of Art painting in
question. An exhaustive Bibliography on the general subject of thirteenth- and

fourteenth-century Italian paintings is provided at the end of this volume.

Unless otherwise indicated, all altarpiece reconstructions are by Miklés Boskovits.
Comparative figures of panels that once belonged to the same altarpieces as

Gallery panels use dates proposed by the author.

Each entry includes a Technical Summary, which discusses the materials and
techniques used by the artists in the creation of the paintings, as well as any
changes and documented treatments. They are based on the contents of

the examination reports prepared by members of the National Gallery of Art

department of painting conservation.

Each painting was examined unframed, in visible light, front and back. The
paintings were examined with a stereomicroscope with magnifying power up to
100x and under ultraviolet light. X-radiographs were taken to answer questions
regarding the paintings’ construction and condition. Infrared photography and/or
infrared reflectography was used for each painting to reveal underdrawing,
compositional changes, and condition. The results of these examinations are
discussed only when they yield information considered essential to interpretation

of the painting.

The medium of the paint has not been analyzed unless stated in the Technical
Summary. The medium is estimated or known to be egg tempera paint for all
paintings in this catalog. For the panel supports, the type of wood is specified
only if the wood has been analyzed. Any scientific analysis that was used to help
understand the paintings is cited. The procedures and equipment used for this

analysis are described below.

The conditions of the paintings vary. Many paintings cataloged here were originally
created as components of altarpieces with engaged frames, most of which were
removed when the altarpieces were dismantled in earlier centuries. Where present,
the barbe, the lip of gesso remaining after an original engaged frame was removed,
is noted as a measure of the painted design’s original dimensions. The separate

panels were often later cradled. The cradling process usually included shaving

Notes to the Reader
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down the sides and thinning the back of the original wood panel, marouflaging it
to a backing, and attaching wood shims to the sides. Some of the panel paintings
were transferred from their original supports, a process that retains the paint and

ground layers but substitutes a fabric support for the original wood one.

Treatments performed by Gallery conservation staff after acquisition are
described briefly in the Technical Summaries. Occasionally, records of earlier
treatments are included in the Technical Summaries. Damages such as paint
losses should be assumed to have been repaired and inpainted. Significant areas
of inpainting are discussed in the Technical Summaries. The varnishes are all later

replacements and impart no information about the artist’s choice of finish.

Instrumental Methods of Analysis

A variety of techniques and instruments were used to examine and analyze the

paintings in this catalog. The equipment is described below:

Energy dispersive spectrometry (EDS): Small samples were examined with energy
dispersive spectrometry using an Oxford Inca 300 spectrometer with a Super

ATW Si(Li) detector on a JEOL 6300 SEM.

Fourier-transform infrared (micro)spectroscopy (FTIR): A Thermo Nicolet
Nexus 670 instrument was used, fitted with a Continuum microscope. Spectra
were collected in transmission mode at 4 cm-1resolution. The samples were

compressed between two windows of a Diamond Cell (Spectratech).

Gas chromatography / mass spectrometry (GC/MS): The samples were
methylated with TMTFTH (TCl America, 0.5M in MeOH) or hydrolyzed using

6N HCI for 24 hours under vacuum. After removal of the HCI, the amino acids
were silylated with MTBSTFA/TBDMCS. Samples were examined by gas
chromatography/mass spectrometry on a 30 meter DB-5 column, a Varian Saturn

CP3900 gas chromatograph, and a Saturn 2100T ion trap mass spectrometer.

Infrared examination: When infrared examination is designated as “Vidicon,”
a Vidicon camera system was used, which included a Hamamatsu c¢/1000-
03 Vidicon camera fitted with an N2606-10 or N214 lead sulphide tube and a

Kodak Wratten 87A filter. When infrared examination is designated by microns,

Notes to the Reader
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one of four cameras was used: a Kodak 310-21X PtSi camera configured to
1.5-2.0 microns, a Mitsubishi M600 PtSi camera configured to 1.2—2.5 microns,
an Indigo/FLIR Alpha Visible-InGaAs camera, and a Santa Barbara Focalplane
SBF187 InSb camera. The latter two cameras were configured with various band
filters between 1.1 and 2.5 microns. For the Kodak and Mitsubishi cameras, the
images were captured using a ScionPCl framegrabber card in a Macintosh
computer with Scanalytic’s IP-Lab software. For the Indigo/FLIR camera, the
images were captured onto a Dell computer with an IMAQ capture board housed
in a Magma external PCl box, and IRVista software. For the Santa Barbara
Focalplane camera, the images were captured using a Windows Empower tower
computer and WinIR software. Nikon 55mm macro, 50mm macro, and 35mm
lenses were used with the various cameras, as were Astronomy J, H, and K
filters. The infrared reflectograms were automatically mosaicked and registered
to a reference color image using a novel registration algorithm developed

by George Washington University and the National Gallery of Art. For more
information see Damon M. Conover, John K. Delaney, and Murray H. Loew,
“Automatic Registration and Mosaicking of Conservation Images,” in Optics for
Arts, Architecture, and Archaeology, vol. 4, ed. Luca Pezzati and Piotr Targowski,

Proceedings of SPIE, vol. 8790 (Bellingham, WA, 2013).

Optical microscopy of cross-sections: Small paint samples (c. 0.25mm?) were
removed using a scalpel and were mounted in polyester-type resin blocks. The
samples were cut at right angles to the layer structure and polished using silicon

carbide papers and examined using a Leica DRMX microscope.

Polarized light microscopy (PLM): Transmitted polarized light microscopy

of dispersed samples was conducted using Leitz Orthoplan and Leica

DMRX microscopes. Particle identification was accomplished by comparing
characteristic features—including particle size, color, refractive index and relief,
birefringence, extinction characteristics, pleochroism, and anomalous polarization
colors of the unknown—to those of reference materials in the Forbes Pigment

Collection and other reference collections.

Scanning electron microscopy (SEM): Small samples were prepared for optical
microscopy and examined with a JEOL 6300 scanning electron microscope at
magnifications 100x—10,000x. A Tetra backscatter electron detector was used to

obtain BSE images.
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X-radiography: X-radiography was carried out with equipment consisting of

a Eureka Emerald 125 MT tube, a Continental 0-110 kV control panel, and a
Duocon M collimator or a Comet Technologies XRP-75MXR-75HP tube. The
image was captured on Kodak X-OMAT film or digitally using a Carestream
Industrex Blue Digital Imaging Plate 5537. The scanned x-ray radiograph films or
digital x-radiograph captures were automatically mosaicked and registered to a
reference color image using a novel registration algorithm developed by George
Washington University and the National Gallery of Art. For more information see
Damon M. Conover, John K. Delaney, and Murray H. Loew, “Automatic Registration
and Mosaicking of Conservation Images,” in Optics for Arts, Architecture, and
Archaeology, vol. 4, ed. Luca Pezzati and Piotr Targowski, Proceedings of SPIE,

vol. 8790 (Bellingham, WA, 2013).

X-ray diffraction (XRD): The Philips x-ray generator XRG 3100 was used with a
tube with a copper anode and nickel filter. The paint sample was mounted on a
glass fiber in a Gandolfi camera. Data were collected on film, and line spacings

and intensities were estimated using a calibrated rule.

X-ray fluorescence spectrometry (XRF): This is a noninvasive analytical technique,
which was carried out using one of two systems. The first system used a
secondary emission Kevex 0750A spectrophotometer equipped with a rhodium
tube with either a barium chloride secondary target or a molybdenum secondary
target using a variety of excitation conditions and a silicon lithium Si(Li) detector
with a resolution of approximately 155eV @Mn Ko.. For this system the range of
Rh tube excitation was 40kV—-60kV and 0.4mA-2mA. The second system used
a Bruker ArtTAX Pro uXRF spectrometer, which uses primary excitation and is
equipped with a helium (He) flush, a rhodium (Rh) x-ray tube, and a capillary optic
lens with an analysis area of approximately 75um. In this system the x-ray tube
voltage was 50kV, the current was 200pA, and the accumulation time was 200

seconds.

To cite: “Notes to the Reader,” in Italian Paintings of the Thirteenth and
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Credits and Acknowledgments

Producing the definitive catalog of the thirteenth- and fourteenth-century Italian
paintings in the National Gallery of Art has been a highly complex undertaking
that could not have been accomplished without the contributions of many
individuals for more than a decade. We are supremely grateful to the late Miklés
Boskovits, who brought a lifetime of expertise to this project and whose care
and connoisseurship illuminate every page. Due to Miklés’s unexpected death
we do not have the list of institutions and individuals he surely would have
wished to thank; we would like to express our appreciation to those with whom
he collaborated and corresponded for all they have added to this monumental

achievement.

After Miklés’s passing, Laurence B. Kanter, chief curator of the Yale University Art
Gallery and himself the author of more than one catalog of early Italian paintings,
generously agreed to undertake the role of volume editor. In this capacity, he
diligently ensured that Miklés’s voice and precise scholarship were preserved.
He was supported by Daniela Parenti, director of the department of medieval and
early Renaissance art at the Uffizi, who kindly undertook the task of reviewing a
late version of the text. Sonia Chiodo, director, and her associates at the Corpus
of Florentine Painting were also close colleagues of Miklés, and we thank them
for their efforts as well. We are particularly grateful to Miklés’s widow, Serena
Padovani, retired director of the Galleria Palatina and a scholar in her own right,

who guided the manuscript to completion.

As always, we would like to extend our thanks to the Samuel H. Kress Foundation
for its continuing commitment to the Gallery, its collections, and its work. At the
Kress Foundation we are especially grateful to President Max Marmor and the

Kress Board for their support.

The efforts of the publishing office were vital to seeing this manuscript through to
completion. From the death of the author, to the Gallery’s decision to publish both
online and in print, to a collection whose very nature is more unique and complex

than many, the editors and designers overcame many challenges. The content
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presented here is thanks to their efforts and we believe Miklés would be pleased.

| extend warm thanks to Judy Metro, editor in chief, for her support and rigor; to
Chris Vogel, deputy publisher; to Wendy Schleicher, design manager; John Long,
print and digital production associate; and Katharine Adkins, program assistant.
We are also grateful to the former senior editors responsible for the initial phases
of the catalog, Mary Yakush, Gail Spilsbury and Karen Sagstetter, ably assisted
by Magda Nakassis. Sally Bourrie, senior editor, and Lisa Shea, admirably carried
the complex and demanding project to conclusion. Contributions by Research
Associate Jason Di Resta were invaluable in confirming facts and ensuring that

Miklés’s scholarship was presented accurately.
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In Memoriam: Miklos Boskovits

This catalog of Italian paintings at the National Gallery of Art includes some of
the earliest and most important works of art in the Gallery’s collection. Smaller in
the number of entries it comprises than its companion volumes covering Italian
paintings of the fifteenth, sixteenth, and seventeenth/eighteenth centuries, it
must nevertheless be understood to occupy a more significant place than they
within its own field of study. In part this is due to an organic development in the
history of collecting that led the great European national and princely collections
to concentrate their acquisitive efforts elsewhere—specifically in later periods of
Italian art—leaving great masterpieces of the thirteenth and fourteenth centuries
unclaimed on the market when American collectors entered the lists in the last
decades of the nineteenth century and the early years of the twentieth century. It
was in turn the seemingly unquenchable appetite of American collectors that led
scholarship of Dugento and Trecento painting to grow beyond the dilettante and
local antiquarian interests that dominated its formative stages into the rigorously
disciplined approach that defines the study today. This catalog represents the
fortunate confluence of these two interrelated strands: it is an encounter between
the most refined and consequential assembly of early Italian paintings in this
country, ranking among the greatest collections of such material anywhere
outside of Italy, and the most original and influential scholar of this material,
Miklés Boskovits, a man who defined many of the canonical presumptions on

which the modern study of the period is based.

Miklés’s association with the Gallery began nearly a quarter century ago, in 1990,
when he was invited to catalog the bulk of the Gallery’s extensive collection of
fifteenth-century Italian paintings. Having demonstrated both his command of
the field and his suitability to large, demanding projects with the publication of
indispensable catalogs of the early Italian paintings in the Gemaldegalerie in
Berlin (written between 1977 and 1980, published in 1988) and in the Thyssen-
Bornemisza collection (1990), he had been recommended for the task by Sir John
Pope-Hennessy, then recently retired as consultative chairman of the department

of European paintings at the Metropolitan Museum of Art. The Gallery’s choice

In Memoriam: Mikl6s Boskovits
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proved to be an inspired one. Miklds brought to his assignment in Washington
a preoccupation fundamental to the best cataloging of early Renaissance art, a
preoccupation perceived at the time, and even described by the scholar himself,

as “antiquated” or even “futile”:

| tried to clarify questions related to authorship and date before
turning to other problems.... | am convinced that without first
determining the coordinates of the position of a painting in the
artistic geography of its time, it is impossible to evaluate correctly

the meaning or study the background of the work.

Miklés was by no means the first scholar to express his priorities in these

terms, but he was by any standard of measure the best qualified to achieve
reliable results: the most wide-ranging in his experience and interests and the
most gifted in his insights and judgment, a perfect match for the breadth and
depth of the Gallery collections. Published in 2003, the result was a magisterial
volume, coauthored with Gallery curator David Alan Brown and others, that was
immediately embraced and will long stand as a standard reference source and as

a model for similar efforts at other public institutions around the globe.

It was only logical, therefore, that Miklés should have been asked to continue
what he had begun and turn his attention to the precedent material at the Gallery,
the paintings from the thirteenth and fourteenth centuries, the late Middle Ages,
the period in which he first made his mark as a scholar. The equation between
author and subject that had been so beautifully balanced in the fifteenth-century
paintings volume promised to be equally so here, but with subtle rephrasing: due
partly to the accidents of survival—the number of paintings from the fifteenth
century known to us today, as well as their regional distribution, is astronomically
greater than from the fourteenth century, whose numbers in turn dwarf those
from the thirteenth century—and partly to the relatively late date at which
American collectors entered the competition for their ownership, Washington’s
extensive early Renaissance collection comprises numerous high-quality works
that are representative of the greatest masters, yet certain of the thirteenth-

and fourteenth-century ltalian paintings are arguably more significant, as they

constitute prime examples in the history of Trecento painting and in some cases,

In Memoriam: Mikl6s Boskovits
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in all of art history. A number of these paintings are, in fact, seminal or definitive
examples of their type or even the only surviving example of a type. Furthermore,
although identification of authorship and chronology are in general far more
approximate and tenuous exercises in this period, only a fraction of the Gallery’s
collection could be said to be of controversial or unsettled attribution—reflecting
the trophy-hunting proclivities of Andrew Mellon and the Wideners and the

judicious process of selection from Samuel Kress’s ecumenical holdings.

For paintings of the thirteenth and fourteenth centuries, attribution and dating do
not so much represent fixed geographical coordinates, speaking metaphorically,
as they do in the fifteenth century. Rather, they are temporary markers of the
current state of scholarship, indicators of modern trends of thought that may or
may not have anything to do with the historical reality they are meant to encode.
A thorough catalog of the Gallery’s Dugento and Trecento paintings might

well have contented itself, therefore, with summarizing the plentiful existing
bibliography and explaining historiographically its meaning. Miklés has done

all this, of course, and it is not surprising that for an unusually large number of
entries, references to the latest or the most in-depth study of a given problem are
citations of articles or books or exhibition catalogs that he himself had written.
But Miklés moved far beyond the practical limitations of this approach and in

so doing has created a new type of collection catalog, one that doubles as an
encyclopedia of its period. Each entry is conceived as a small artist monograph,
an explanatory roadmap of a painter’s entire career rather than just a concise
indication of the position of one work of art within that career. This catalog is

a summation of forty or more years of thought dedicated by the author to a

wide range of problems; it is a scholarly testament and a precious legacy. The
editors have made it possible to consult the catalog for spot-checks of data or to
retrieve specific items of information or opinion. The reader should be cautioned,
however, not to overlook the value and indeed the pleasure of perusing the
catalog, of walking slowly through its corridors of thought seeking not to answer
any particular material question but to frame endless new questions on the
foundations of its solid edifice of scholarship. In a very real sense, this is a highly
personal achievement of Miklés Boskovits as much as it is a catalog of the

collections of the National Gallery of Art.
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While Miklés Boskovits’s position of authority within the field of Dugento and
Trecento studies is unrivaled, it is not unchallenged, and it is important to
understand something of the nature of these challenges in order to extract
maximum value from the arguments and discussions that he crafted. The modern
study of late medieval ltalian painting may be said to have taken serious form
only in the early years of the twentieth century with the generalizing, often
insightful but sometimes superficial researches of pioneering art historians such
as Bernard Berenson and his contemporary Osvald Sirén. Their work was, by
and large, scattershot rather than synthetic, generated as much in response to
specific problems that came to their attention (frequently by visits to little-known
collections or by the appearance of interesting or significant works of art on the
market) as to an urge to create a fully articulated history of the period. It was,
furthermore, handicapped by an even more severely limited pool of documented
historical facts than is available to historians today, a lacuna that was addressed
more or less contemporaneously with the work of exploration they themselves
were undertaking. By way of example only, when Berenson wrote his scintillating
analysis of Duccio’s accomplishments in the first edition of his Central Italian
Painters of the Renaissance (1897)—an analysis, it must be said, that has not
been improved upon to this day—the artist’s life dates were calculated on the
basis of sixteenth-century anecdotal evidence and the range of his activity was
believed to have extended a full twenty years after he is now known to have
died. Berenson, in other words, had no basis for distinguishing between the work
of Duccio and that of his many pupils and imitators. He was nevertheless able to
extract the key elements of Duccio’s style and translate them into English prose
of memorable effectiveness, scarcely a word of which needed to be amended

in preparation for the second edition of his book (1909) even though all the
documentation of the artist’s life on which we now rely had in the intervening

years been discovered.

The following generation of scholarship in this field was so completely dominated
by one personality, Richard Offner, that his name has come to be synonymous
with a distinctive analytical approach and definitive judgments of attribution.
Offner, a German-born scholar who passed nearly the entirety of his professional
career in the United States as a professor at New York University’s Institute of

Fine Arts, sought to replace the approximations and generalities of Berenson’s
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scholarship (which he affected to despise) with a narrow-focused precision

(that has in turn come to be an object of light-hearted derision) leading to such
excesses of critical finesse as the division of the stylistic penumbra dependent
upon the Cione brothers’ studio output of the middle decades of the fourteenth
century into no fewer than fifty-six independent and fully characterized masters,
a wholly improbable number of painters able to support themselves within the
limited economy of post-plague Florence. Offner’s scientific, taxonomic approach
to studying the fourteenth century was often criticized and reformulated by his
brilliant contemporary, the Italian art historian Roberto Longhi. Longhi rarely
stooped to concern himself with the minor luminaries unearthed (or fantasized)
by Offner, but instead, like Berenson—whom he disparaged even more than did
Offner—concerned himself primarily with the peaks of accomplishment of the
major masters, reorganizing their chronologies and their genealogies of influence
into a new structural outline of history for fourteenth-century art throughout the
Italian peninsula. Longhi’s influence was immense, disseminated through the
exhilarating imagery of his elegant prose style and by the army of his students
fleshing out the hints and insights adumbrated in his copious, narratively complex
footnotes. Offner’s influence was equally far-reaching but owed little to his prose
style, which can best be described as impenetrable, or to his students, who were
few in number, but rather to the ambitious publishing project he initiated, the
multivolume Critical and Historical Corpus of Florentine Painting, to which he

devoted himself until his death in 1965.

When Miklés Boskovits emigrated from Hungary to Italy in 1968, Offner’s
Corpus had progressed only as far as the generation of the Cione brothers and
two of their immediate followers, Giovanni del Biondo and Andrea Bonaiuti.
Perceiving that the end of the fourteenth century remained as confused and
poorly understood as had its beginnings before Offner began his magnum
opus, the younger scholar appointed to himself the task of pushing this project
forward, resulting in what probably remains his best-known, unquestionably
his most often used publication: Pittura fiorentina alla vigilia del Rinascimento,
1370-1400 (1975). Shortly afterward he undertook, with the blessing of the
Institute of Fine Arts, a comprehensive editing, revision, and completion of

the entire Corpus, which, though it was never finished, substantially revised

Offner’s vision of fourteenth-century Florentine history. It is Miklos’s version of
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Offner’s work—synthesizing Offner’s and Longhi’s divergent points of view and
subjecting each to his own acutely revisionist approach—that represents, with
few exceptions, the point of departure for all modern research in this field. It
was, furthermore, the experience of editing the granular, even microscopic, and
painstaking attention to detail that distinguished Offner’s books that led Miklés
to scrutinize with equally penetrating and judicious attention the other schools of
Italian painting in the thirteenth, fourteenth, and fifteenth centuries. His complete
bibliography is surely greater and more original than that of any other scholar of
the late Middle Ages and the Renaissance in Italy, with the notable exception of
Roberto Longhi, while the number and dedication of his students is comparable:
together with his longtime friend and sometime rival Luciano Bellosi, Miklds
trained most of the younger Italian scholars working in this field today. In a

very real sense it may justifiably be said that the study of Italian thirteenth- and

fourteenth-century painting belongs to Miklés Boskovits.

A key component of Miklés’s approach to the study of fourteenth-century
painting was his ability to extract from the infinitesimal distinctions of difference
elucidated by Offner those features or aspects of style that are truly significant or
consequential and recognize these same features in groups of works that Offner
had considered unrelated. In this way, he combined many of the separate masters
created by Offner into successive and interrelated stages within the career of

a single painter. The results were not only a more credible overall view of the
artistic production of any given period or place, but also a more organic vision

of the artistic personality of any given painter. Miklés understood and embraced
the attendant obligation of describing the maturation process of his hybrid artistic
constructs, how one proceeded from the qualities characteristic of group A
through those found in group B to end at the achievements of group C without
once stepping outside the confines of personality X or Y. It is a testament to the
acuity of his vision that very few of these newly created hybrid personalities have
ever been challenged by other scholars and that students today have access to
plausible, sometimes demonstrable, reconstructions of the early career of major
artists of which their forebears were entirely unaware. There is, of course, a risk
to this approach, that constant attention to the links between otherwise distinct
categories might obscure the lengthening differences between characteristics at

either extreme of the reassembled chain. It is possible to quibble in this regard
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with some of Miklés’s reconstructions, but these are generally quibbles of detail,
not of essential principle. It is an inescapable conclusion that his research and
his approach to artistic classification—to the fundamental discernment and
evaluation of similitude—have brought us closer than ever before to a reliable
view of the history of artistic production during these early periods of culture in

pre-Renaissance ltaly.

Miklés had completed all but the final revisions of his text for this catalog before
his untimely death on December 20, 2011. He had shared his entries with me,
we had exchanged correspondence concerning the small number of points on
which we disagreed, and he had graciously incorporated his responses to my
observations in the text or footnotes of the relevant entries. | am pleased to

say that some of my objections were proven to be ill-founded by close physical
observation of the paintings, when previously unnoticed technical considerations
tended to support Miklés’s original conclusions (for example, cats. 1, 8, and
38-41). In a few cases it may be said that we agreed to disagree (cats. 6, 7, 35,
and 42). Only in one case, that of the incomparably beautiful Goldman Madonna
by Giotto (cat. 17), has subsequent technical study undermined his carefully
constructed arguments, tending to support the association of four surviving
elements from a single complex as hypothesized by an earlier generation of
scholars over Miklés’s contention that the four works derive from two different
complexes and represent two different phases of Giotto’s career. It must,
however, be recognized that technical evidence is just that: evidence, not proof. It
remains possible that Miklés was correct; the evidence is certainly discouraging,
but in no way does it fully disprove his arguments. In this as in every other case,
therefore, the text of the catalog entry has been left precisely as the author
wrote it, aside from minor editorial revisions to assure that the English translation
adheres as closely as possible to the meaning and tone of his original Italian

manuscript.

No collection catalog is meant to be the last word on its subject; at best it intends
to be the most accurate summation or conclusion possible given the state of
knowledge at the time it is written. Knowledge is not static. Miklés Boskovits’s
greatest gift to posterity was the platform he created from which knowledge

could more securely advance, leading inevitably to corrections and improvement
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over his own work. We are all tremendously fortunate to enjoy the fruits of his
generosity, enabling our own work to be better than it could ever be on its own.
This catalog is in some respects the highest platform he built, and from it we can
see further across the terrain of the thirteenth and fourteenth centuries in Italy

than ever was possible before.

Thank you, Miklds.

Laurence Kanter

January 2014
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Miklés Boskovits, Courtesy of Serena Padovani Miklés Boskovits at work with students Ada Labriola

and Daniela Parenti in the Corpus of Florentine
Painting Room at the Kunsthistorisches Institut in
Florence, 1997. Daniela Parenti, who is now director

of the department of Medieval and Early Renaissance
at the Uffizi, assisted Miklds with his research for this
catalog and also reviewed a late version of the catalog

text. Courtesy of Serena Padovani
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Andrea di Bartolo

Sienese, active from 1389 - died 1428

BIOGRAPHY

Sienese painter and miniaturist, active in various towns in central and northern
Italy, Andrea was the son of Bartolo di Fredi and father of Giorgio and Sano, also
painters. His artistic career no doubt began in his father’s shop; his hand can in fact
be recognized in some important commissions executed by Bartolo in the 1380s, in
particular the polyptychs of Montalcino and the frescoes in the Augustinian church
in the same town.[1] He participated, alongside his father and Luca di Tommé, in
the realization of the now lost altarpiece for the chapel of the shoemakers’ guild in
Siena Cathedral.[2] In 1394, by then an independent artist, Andrea began a period
of activity in the Veneto, as attested by the altarpiece of five blessed nuns of the
Dominican order (Museo Vetrario, Murano), a painted crucifix in the monastery of
Santa Maria at Zadar in Croatia, and some frescoes in the church of San Francesco
at Treviso.[3] The altarpiece of the Annunciation and saints signed by Andrea di
Bartolo, now in the Museo d’Arte Sacra at Buonconvento, probably bore the date
1397. Painted after his return to Tuscany, it testifies to his gradual abandonment of
some of the harshness of his father’s manner, employing figures compact in profile

and devoid of linear complexities, but enlivened by a brilliant palette.

A desire to espouse the figurative ideals of late-Gothic art is ever more clearly
expressed in Andrea’s works from the early years of the fifteenth century onwards.
He thus elongated the proportions of his figures and enlivened their movements
with more expansive gestures and more agitated drapery. Moreover, the example
of the works of Taddeo di Bartolo, who had returned to Siena after a long absence
¢. 1400, led him to seek a more naturalistic rendering of skin, hair, fabrics, and
surface textures in general. In other respects, however, he remained essentially
faithful to the figurative formulae of his father’s art. The panels of a disassembled
polyptych, the larger part of which still remains in the cathedral of Tuscania
(Viterbo), and the four lateral panels of a polyptych, dated 1413, in the Franciscan
church of the Osservanza in Siena, illustrate well this phase in Andrea’s art. The
polyptych in the Pinacoteca Nazionale in Siena (no. 220), the Assumption of the
Virgin in the Virginia Museum of Fine Arts in Richmond, and the polyptych divided

between the Pinacoteca di Brera in Milan and the Galleria Nazionale in Urbino
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probably document the development of his art in the following years.

Andrea di Bartolo is also known to have worked as a painter of miniatures during
the last years of the fourteenth century. His most significant contributions to the
genre include his participation in the decoration of the choir-books of the Eremo di
Lecceto (now in part in the Biblioteca degli Intronati in Siena) and those—
particularly fine in quality—commissioned by King Henry IV of England for the
Franciscan Custodianship of the Holy Land in Jerusalem (now in the Museum of the
Studium Biblicum Franciscanum in that city). A second period of activity in the

Veneto in the last years of Andrea’s life has also been inferred.[4]

[1] Gaudenz Freuler, Bartolo di Fredi Cini: Ein Beitrag zur sienesischen Malerei des
14. Jahrhunderts (Disentis, 1994), 453—-467, 469-476, 485-488, 500-501. Some of
the panels of the triptych from the church of San Francesco, in the Pinacoteca
Nazionale in Siena until 1997, were later reunited with the remainder of the
altarpiece in the Museo Civico at Montalcino. See Alessandro Bagnoli, Museo

civico e diocesano d’arte sacra di Montalcino (Siena, 1997), 24.

[2] The painting, commissioned in 1389, was completed in 1391; see Monica Butzek,
“Chronologie,” in Die Kirchen von Siena, vol. 3, Der Dom S. Maria Assunta, bk. 1,
Architektur, pt. 1, ed. Walter Haas and Dethard von Winterfeld (Munich, 2006), 96,
97 n. 1267, 100, 101 n. 1324.

[3] Gaudenz Freuler, “Andrea di Bartolo, Fra Tommaso d’Antonio Cafarini, and

Sienese Dominicans in Venice,” The Art Bulletin 69 (1987): 570-586.

[4] Gaudenz Freuler, “Presenze artistiche toscane a Venezia alla fine del Trecento:
Lo scriptorium dei camaldolesi e dei domenicani,” in La Pittura nel Veneto: Il

Trecento, ed. Mauro Lucco, 2 vols. (Milan, 1992), 2:498.

BIBLIOGRAPHY

1921 De Nicola, Giacomo. “Andrea di Bartolo.”
Rassegna d’Arte Senese 14 (1921): 12-15.

Andrea di Bartolo
© National Gallery of Art, Washington

28



National Gallery of Art

(® NATIONAL GALLERY OF ART ONLINE EDITIONS
Italian Thirteenth and Fourteenth Century Paintings

1982 Cecchi, Emilio and Chelazzi Dini, Giulietta. In
Il gotico a Siena: miniature, pitture, oreficerie, oggetti d’arte. Exh. cat.
Palazzo Publicco, Siena. Introduction by Giovanni Previtali. Florence,
1982: 313-326.

1986 Kanter, Laurence B. “Giorgio di Andrea di Bartolo.”
Arte Cristiana 74 (1986): 15-28.

1986 Leoncini, Monica. “Andrea di Bartolo.” In
La Pittura in Italia. Il Duecento e il Trecento. Edited by Enrico
Castelnuovo. 2 vols. Milan, 1986: 2:551-552.

1987 Freuler, Gaudenz. “Andrea di Bartolo, Fra Tommaso d’Antonio Cafarini,
and Sienese Dominicans in Venice.”
The Art Bulletin 69 (1987): 570-586.

1992 Freuler, Gaudenz. “Presenze artistiche toscane a Venezia alla fine del
Trecento: lo scriptorium dei camaldolesi e dei domenicani.” In
La Pittura nel Veneto. Il Trecento. Edited by Mauro Lucco. 2 vols. Milan,
1992: 2:480-502.

1992 Kasten, Eberhard. “Andrea di Bartolo.” In
Allgemeines Klinstlerlexikon: die bildenden Kiinstler aller Zeiten und
Vélker Edited by Giinther Meissner. 83+ vols, Munich and Leipzig,
1983+: 2(1986):973-977.

1994 Freuler, Gaudenz.
Bartolo di Fredi Cini: ein Beitrag zur sienesischen Malerei des 14.

Jahrhunderts. Disentis, 1994.

1997 Bagnoli, Alessandro.
Museo civico e diocesano d’arte sacra di Montalcino. Siena, 1997: 24.

2002 Labriola, Ada, Cristina De Benedictis, and Gaudenz Freuler.
La miniatura senese 1270-1420. Milan, 2002: 177-253, 338-344.

2006  Butzek, Monica. “Chronologie.” In

Die Kirchen von Siena, 3: Der Dom S. Maria Assunta, 1: Architektur, pt. 1.

Edited by Walter Haas and Dethard von Winterfeld. Munich, 2006: 96,
97 n. 1267, 100, 101 n. 1324.

Andrea di Bartolo
© National Gallery of Art, Washington

29



National Gallery of Art

(® NATIONAL GALLERY OF ART ONLINE EDITIONS

Italian Thirteenth and Fourteenth Century Paintings

Andrea di Bartolo
Sienese, active from 1389 - died 1428

[reverse]

c. 1380/1390

tempera on panel

painted surface: 30 x 18.6 cm (1113/16 x 7 5/16 in.)
overall: 30 x 18.6 x 0.8 cm (1113/16 x 7 5/16 x 5/16 in.)
framed: 52.7 x 34.3x7.9cm (20 3/4x131/2x 3 1/8in.)
Samuel H. Kress Collection 1939.1.20.b

Christ on the Cross

ENTRY

The painting belongs to an uncommon genre of Byzantine origin of devotional
icons painted on both sides.[1] It is a simplified version of the portable diptych in
which, as in the example discussed here, the Madonna and Child was usually
represented on the obverse, and Christ on the Cross on the reverse.[2] The
peculiarity here, however, is the presentation of the Virgin according to the
iconographic type of the Madonna of Humility: Mary is humbly seated on the
ground instead of on a throne. Yet at the same time she is venerated as Queen of
Heaven by two angels who flank her in flight, and blessed from above by the half-
length figure of Christ, who appears in a trefoil, surrounded by seraphim.[3] On the
reverse of the panel is an isolated image of Christ on the Cross, unattended by the
usual figures of mourners, soldiers, or onlookers who allude to the event of the
Crucifixion. That the image was intended as a panel for private devotion is
underlined by the presence of the minuscule figure of the female donor kneeling in

front of the Madonna to the right; some scholars have identified her as a nun.[4]

At the time of the panel’s first emergence in Florence in the 1920s, art historians
expressed rather disparate views about it. Roberto Longhi, in a manuscript
expertise probably dating to the years 1925-1930,[5] considered the image of the
Madonna likely a work of a close follower of Simone Martini (Sienese, active from
1315; died 1344), identifiable with Lippo Memmi (Sienese, active 1317/1347) or with
Simone’s brother Donato, whereas that of Christ on the Cross on the reverse

seemed to him a later addition by a painter close to Paolo di Giovanni Fei (Sienese,

Christ on the Cross [reverse]
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c. 1335/1345 - 1411) dating to the final years of the Trecento.[6] In 1934, similar
expertises were sought from other leading art historians of the time. F. Mason
Perkins, followed by Giuseppe Fiocco and Wilhelm Suida, attributed it to Andrea di
Bartolo; Bernard Berenson also accepted this attribution. For his part Adolfo
Venturi came to the conclusion that it was an autograph work of Simone Martini,
while Raimond van Marle spoke of a “close follower” of Simone, probably
identifiable with his brother Donato.[7] The catalogs of the National Gallery of Art
(1941, 1959) accepted Longhi’s proposal.[8] In a polemical article (unpublished),
Richard Offner contradicted this, preferring to leave the panel in anonymity.[9]
George Martin Richter (1941) also rejected Lippo Memmi’s hand, arguing for an
attribution to Andrea di Vanni (Sienese, c. 1330 - 1413) in a youthful phase, when he
was still working in Lippo’s shop.[10] Charles Seymour and Hanns Swarzenski
(1946) also placed the attribution to Lippo in doubt.[11] Nonetheless, Andrea di
Bartolo’s responsibility for the execution of both sides of the painting was gradually
recognized, beginning with Millard Meiss (1936, 1951), followed by the catalogs of
the Gallery (1965, 1985) and Fern Rusk Shapley (1966).[12] All the more recent
contributions to the literature accepted this attribution, with the exception of
Gaudenz Freuler (2009), who considered the image of the Madonna of Humility as

executed by Bartolo di Fredi, possibly assisted by his son Andrea di Bartolo.[13]

The date of the painting, however, has given rise to considerable divergence of
opinion. It was thought to have been executed by Memmi as early as c. 1330-1340
in the first catalog of the Gallery (1941).[14] But in the later catalogs of 1965 and 1975
and in Shapley 1966 it was dated to c. 1415.[15] In the meantime Meiss (1951)
supported a dating to c. 1400, while Hendrik W. van Os (1969, 1974) offered the
view that it must have been painted before the end of the fourteenth

century.[16] Shapley (1979), returning to the question, concluded that “the date may
be in the 1380s.”[17] For his part Creighton E. Gilbert (1984) seems to have favored
a later dating: around 1394.[18] Freuler (1987), van Os (1989, 1990), and Daniele
Benati (1999) accepted this hypothesis, as well as Gilbert’s suggestion that the
painting was commissioned by the Dominicans of the monastery of Corpus Domini
in Venice, consecrated in 1394, and connected its execution to that year.[19] In
1994, however, van Os seemed to have abandoned this position, preferring a
dating to c. 1415.[20] Bearing in mind that the connection of the panel with the
Dominican nuns of Venice is purely conjectural and seems contradicted by the fact
that the donor in our panel is not dressed in the habit of that order,[21] the

terminus a quo of 1394 should now be excluded from discussion of our panel.

Christ on the Cross [reverse] 31
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Some help in establishing the panel’s date can, however, be derived from an
analysis of its punched decoration, undertaken by Mojmir S. Frinta (1998).[22] This
scholar identified the presence in our panel of some punches already used in
paintings produced in the shop of Bartolo di Fredi, as well as in youthful paintings
by Andrea: | refer in particular to the polyptych in the museum at Buonconvento,
probably dating to 1397,[23] and various paintings that art historians have
unanimously assigned to Andrea’s initial phase.[24] But especially significant to me
are the stylistic affinities with works by Bartolo dating to the mid-1380s or shortly
after, in which signs of Andrea’s assistance can, | believe, be glimpsed: Adoration
of the Magi, now in the Pinacoteca Nazionale in Siena, to which the Adoration of
the Cross now divided between the museums of Altenburg and Charlottesville
formerly belonged,[25] and Massacre of the Innocents in the Walters Art Museum
in Baltimore, probably part of the polyptych executed by Bartolo’s shop for the
church of Sant’Agostino at San Gimignano in 1388.[26] In these paintings the
harsher features of Bartolo’s style are softened, the swirling calligraphy is
attenuated, and the emotional tensions give way to a rather somnolent tranquility
which—in conjunction with the close morphological affinities—suggests Andrea’s
participation. The Christ on the Cross of the reverse, though more hasty in
execution, recalls the similar passage in the Adoration of the Cross, no. 50 in the
Lindenau-Museum in Altenburg, of which it seems indeed a simplified version. The
Madonna of Humility of the obverse, on the other hand, with its minute, exquisitely
chased detailing, reveals close affinities especially with the figures of the mothers
in the Massacre in Baltimore,[27] suggesting it was a work realized by Andrea,

when he was still working in his father’s shop.

It may be added that the composition of the Madonna of Humility evidently
enjoyed considerable success. The artist replicated it many times.[28] The example
in the Gallery is likely to be one of the earliest, together with the signed version
published by Berenson, its whereabouts now unknown.[29] In the later versions
the figure of Mary seems to expand to fill the painted surface, which is enclosed
within an arch decorated on the inside with cusping and sometimes with figures of
the Angel of the Annunciation and the Virgin Annunciate placed in medallions in
the two upper corners.[30] At the same time, the gold-tooled carpet that covers the
floor is replaced by a flowering meadow; the design becomes more simplified,
while the line of the hem of the Virgin’s cloak is wavier; and an increased number
of angels surround the protagonists.[31] Such late Gothic developments, however,
are characteristic of far later phases in the artist’s career. Here he is still strongly

influenced by the figurative formulae of his father. This is evident both in the

Christ on the Cross [reverse]
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painting’s ornamental decoration and in its stylistic features, both indebted to

Trecento models.

NOTES

(]

See Annemarie Weyl Carr, “Bilateral Icons,” in The Oxford Dictionary of
Byzantium, ed. Aleksandr Petrovich Kazhdan (New York, 1980), 2:980.

This type of panel, painted on both sides, is exemplified by no. 1062B in the
Gemaldegalerie in Berlin, a work by Francesco di Vannuccio, though there
the two sides are reversed: Christ on the Cross Flanked by Mourners and
Devoteesis painted on what can be considered the obverse,

while Madonna and Child with Saints, painted on glass, is on the reverse;
Miklés Boskovits, ed., Friihe italienische Malerei: Gemdldegalerie Berlin,
Katalog der Gemdlde, trans. Erich Schleier (Berlin, 1988), 35—-37. According
to Laurence Kanter’s plausible hypothesis (written communication), the
Washington panel was originally a reliquary, accompanied on the obverse
by roundels containing relics.

While the presence of angels in adoration alludes to the theme of the regina
coeli, the image of the Christus Logos probably refers to that of the
Incarnation; cf. Millard Meiss, Painting in Florence and Siena after the Black
Death (Princeton, 1951), 153-154; Hendrik W. van Os, Marias Demut und
Verherrlichung in der sienesischen Malerei: 1300-1450 (The Hague, 1969),
120-121.

Creighton Gilbert (1984) identified the donor as a Dominican nun. From this
he inferred that the painting was commissioned by a monastery of this
order; various scholars accepted his argument, but Victor Schmidt (2005)
refuted it, rightly pointing out the impossibility of recognizing a member of
the Dominican order in a lady “wearing a long, white headdress which also
functions as a cloak.” The figure can more plausibly be identified as a
matron or widow. See Creighton E. Gilbert, “Tuscan Observants and
Painters in Venice, ca. 1400,” inInterpretazioni veneziane: Studi di storia
dell’arte in onore di Michelangelo Muraro, ed. David Rosand (Venice, 1984),
109-120; Victor M. Schmidt, Painted Piety: Panel Paintings for Personal
Devotion in Tuscany, 1250-1400 (Florence, 2005), 265 n. 82.

Roberto Longhi, who had been a consultant of Contini at least since the
early 1920s, presumably wrote his expertise, in ltalian, immediately after
Contini’s purchase of the panel c. 1925.

Longhi, in his letter to Contini, declared that the Madonna of
Humility “e senza dubbio una vera e propria gemma della pittura senese
della prima meta del Trecento al seguito immediato di Simone Martini” (“is

Christ on the Cross [reverse]
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(8l

(13]

without a doubt a true and proper gem of Sienese painting of the first half of
the thirteenth century in the immediate following of Simone Martini”). The
painting, in his view, had been painted by the same hand as the panel with a
similar Madonna of Humility in the Gemaldegalerie, Staatliche Muzeen zu
Berlin (no. 1072), then attributed to Lippo Memmi, or to Simone’s little-known
brother, Donato Martini. According to Longhi, the image of Christ on the
Cross on the back of the panel was painted by an entirely different hand,
some forty years after the Madonna.

See copies of the expertises in the NGA curatorial files. Only Wilhelm
Suida’s is dated, to August 1935.

National Gallery of Art, Preliminary Catalogue of Paintings and
Sculpture(Washington, DC, 1941), 133—-134; National Gallery of Art, Paintings
and Sculpture from the Samuel H. Kress Collection (Washington, DC, 1959),
34 repro.

Richard Offner’s long article, written on the occasion of the opening of the
National Gallery of Art, only got as far as galley proofs (in August 1941) but
was never in fact published. Copies of the proofs are kept in the archive of
the Corpus of Florentine Painting, Florence. Commenting on cat. 1, Offner
wrote, “The attribution to Lippo can only be accounted a piece of ingenuous
wishfulness. The panel is not by Lippo simply because it shares none of his
essential artistic characteristics.... It lacks...any suggestion of Lippo’s facade-
like, immobilized composition.... How vague...are the bases of attribution
may be judged from the wide discrepancy of opinion on the authorship...
between Lippo and Donato (the latter being as shadowy a figure as is
known to art history)...and Andrea di Bartolo. | should incline to agree with
the tendency of the latter opinion, if it implied a later dating than Lippo’s, but
one must stand resolutely against the attribution.”

George Martin Richter, “The New National Gallery in Washington,” The
Burlington Magazine for Connoisseurs 78 (1941): 177.

Charles Seymour and Hanns Swarzenski, “A Madonna of Humility and
Quercia’s Early Style,” Gazette des Beaux-Arts, ser. 6, no. 30 (1946): 139.

Millard Meiss, “The Madonna of Humility,” The Art Bulletin 18 (1936): 437,

n. 8; Millard Meiss, Painting in Florence and Siena after the Black
Death(Princeton, 1951), 22-23, n. 34; National Gallery of Art, Summary
Catalogue of European Paintings and Sculpture (Washington, DC, 1965), 7;
National Gallery of Art, European Paintings: An lllustrated

Catalogue (Washington, DC, 1985), 18; Fern Rusk Shapley, Paintings from
the Samuel H. Kress Collection: Italian Schools, Xlll-XV Century (London,
1966), 66, 67.

After the delivery of the present text to the Gallery, | realized with pleasure
that Gaudenz Freuler, in La collezione Salini: Dipinti, sculture e oreficerie dei
secoli Xll, Xlll, XIV e XV, ed. Luciano Bellosi, 2 vols. (Florence, 2009), 1:252,
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(16]

(19]

[20]

(21]
(22]

also considered Madonna of Humility, The Blessing Christ, Two Angels, and
a Donor [obverse] a painting executed not later than the 1390s. On the
other hand, | am unable to see in it any trace of Bartolo’s hand, even if the
young Andrea was evidently influenced by his father’s style.

National Gallery of Art, Preliminary Catalogue of Paintings and
Sculpture (Washington, DC, 1941), 133-134.

National Gallery of Art, Summary Catalogue of European Paintings and
Sculpture (Washington, DC, 1965), 7; National Gallery of Art, European
Paintings: An lllustrated Summary Catalogue (Washington, DC, 1975), 10;
Fern Rusk Shapley, Paintings from the Samuel H. Kress Collection: Italian
Schools, Xill-XV Century (London, 1966), 67.

Millard Meiss, Painting in Florence and Siena after the Black

Death (Princeton, 1951), 22—-23, n. 34; Hendrik W. van Os, Marias Demut und
Verherrlichung in der sienesischen Malerei: 1300-1450 (The Hague, 1969),
18,120, 187; Hendrik W. van Os, “Andrea di Bartolo’s Madonna of

Humility,” M: A Quarterly Review of the Montreal Museum of Fine Arts 6,

no. 3 (1974): 21, 25.

Fern Rusk Shapley, Catalogue of the Italian Paintings, 2 vols. (Washington,
DC, 1979), 1:3.

Gilbert believed that the woman represented as donor was a Dominican
nun, who appeared in “an ‘undress’ costume, without the outer elements
worn in public,” that is, the black mantle. “Hence it is very attractive to
suggest [he continued] that the Washington panels [the images painted on
obverse and reverse] are the survivors of the very set blessed by Cardinal
Dominici in 1394, at the [consecration of the] new observant convent in
Venice.” Creighton E. Gilbert, “Tuscan Observants and Painters in Venice,
ca. 1400,” inInterpretazioni veneziane: Studi di storia dell’arte in onore di
Michelangelo Muraro, ed. David Rosand (Venice, 1984), 114-116. Some later
authors considered this hypothesis, advanced by the scholar “with caution,”
almost a demonstrable fact.

Gaudenz Freuler, “Andrea di Bartolo, Fra Tommaso d’Antonio Cafarini, and
Sienese Dominicans in Venice,” The Art Bulletin 69 (1987): 577; Hendrik W.
van Os et al., eds., The Early Sienese Paintings in Holland, trans. Michael
Hoyle (Florence, 1989), 29, 32; Hendrik W. van Os, Sienese Altarpieces
1215-1460: Form, Content, Function, vol. 2, 1344—1460 (Groningen, 1990),
76; Daniele Benati, in Da Bernardo Daddi a Giorgio Vasari, ed. Maria Pia
Mannini (Florence, 1999), 56.

Hendrik W. van Os et al., The Art of Devotion in the Late Middle Ages in
Europe, 1300-1500, trans. Michael Hoyle (London, 1994), 74.

See note 4 above.

Mojmir Svatopluk Frinta, Punched Decoration on Late Medieval Panel and

Christ on the Cross [reverse]
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[23

[25

[29

(31

—

=

-

—

Miniature Painting (Prague, 1998), 44, 48, 224, 230, 351, 479.

Sources mention the fragmentary polyptych now in the Museo d’arte sacra
della Val d’Arbia at Buonconvento as an altarpiece signed by Andrea di
Bartolo and also furnished with a fragmentary date that could still be
deciphered in the second half of the nineteenth century as 1397; Serena
Padovani, in Serena Padovani and Bruno Santi, Buonconvento, museo
d’arte sacra della Val d’Arbia(Genoa, 1981), 23—-25. There is now no trace of
the inscription, but the proposed reading of the date is quite compatible
with the stylistic features of the work.

We may cite as paintings belonging to Andrea’s debut the Stories of Saint
Galgano now divided between the Museo Nazionale in Pisa and the
National Gallery in Dublin; the altarpiece in Buonconvento (see above note
23); and the portable triptychs in the Pinacoteca Nazionale of Siena and the
National Gallery in Prague. See, respectively, Enzo Carli, Il Museo di

Pisa (Pisa, 1974), 61-62; Homan Potterton, lllustrated Summary Catalogue of
Paintings (Dublin, 1981), 6; Piero Torriti, La Pinacoteca Nazionale di Siena,
vol. 1, I dipinti dal XIl al XV secolo (Genoa, 1977), 203; Olga

Pujmanova, Italienische Tafelbilder des Trecento in der Nationalgalerie
Prag (Berlin, 1984), pl. 20.

Wolfgang Loseries, in Maestri senesi e toscani nel Lindenau—Museum di
Altenburg, ed. Miklés Boskovits and JohannesTripps (Siena, 2008), 66—-72.

Gaudenz Freuler, Bartolo di Fredi Cini: Ein Beitrag zur sienesischen Malerei
des 14. Jahrhunderts (Disentis, 1994), 260-272.

Walters Art Museum, Baltimore, no. 37.1018; Federico Zeri, Italian Paintings
in the Walters Art Gallery, ed. Ursula E.M. Cracken, 2 vols. (Baltimore, 1976),
1:48-50.

Hendrik W. van Os, Marias Demut und Verherrlichung in der sienesischen
Malerei: 1300-1450 (The Hague, 1969), 187-188, figs. 62—74, cited and
reproduced several versions of the composition. One of them, however,
formerly belonging to the Stoclet collection in Brussels (fig. 66), is of
dubious authenticity.

Bernard Berenson, “Lost Sienese Trecento Paintings, 4,” International
Studio 98, no. 404 (1931): 30-31.

As in the panel signed by Andrea, formerly in the Ehrich Gallery in New
York. See Hendrik W. van Os, Marias Demut und Verherrlichung in der
sienesischen Malerei: 1300-1450 (The Hague, 1969), fig. 67.

Hendrik W. van Os, Marias Demut und Verherrlichung in der sienesischen
Malerei: 1300-1450 (The Hague, 1969), figs. 62, 63, as well as the panel
formerly with Moretti in Florence: Daniele Benati, in Da Bernardo Daddi a
Giorgio Vasari, ed. Maria Pia Mannini (Florence, 1999), 56-61.
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TECHNICAL SUMMARY

The support (contrary to Shapley 1966, 1979) is a single piece of wood, with a
vertical grain and about 1 cm thick, painted on both sides.[1] The panel has a slight
convex warp relative to the obverse. It has been cut down along its upper edge.
The top of the original gable is truncated, and in order to make the outer shape
rectangular, triangular insets were added on both sides (approximately 1.5 cm on
the top and 3 cm on the vertical edge on the left, and 1 cm along the top and 2 cm
on the vertical edge on the right, as seen from the front). The original engaged

frame has been lost and replaced by a modern one.

The painting was executed on the usual gesso ground, over which a thin red bole
was applied in the gilded areas of the obverse. The reverse was silver gilt.[2] An
old photograph [fig. 1] [3] shows that the painted surface on the obverse ended
approximately 1 cm from the lateral and lower edges and that the unpainted area at
the sides of the gable was at that time gessoed. A later photo, probably from

c. 1940/1941, proves that in the meantime the upper corners had been regilded.[4]
On the reverse the painted area extends to the edges of the panel. The x-
radiograph [fig. 2] shows impressions of three roundels on each side of the gable,
the upper pair cropped in half at the top of the panel. This is evidence that the
panel functioned as a reliquary, containing in its now lost engaged frame seven
circular cavities (allowing for one cut off at the top of the gable) to receive relics.
No underdrawing was found during an infrared examination (Vidicon),[5] but
incised lines mark the placement of the principal figures. A green undermodeling is
visible beneath the flesh of the figures on both the obverse and the reverse. The
painted surface of the obverse is fairly well preserved, with some inpainting in the
donor’s robe; some small, scattered paint losses; and some abrasion in the
Madonna’s robe. On the reverse the silver gilded area is heavily rubbed and the

image itself is damaged by scratches, paint losses, and wormholes.

Christ on the Cross [reverse]
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TECHNICAL COMPARATIVE FIGURES

fig. 1 Archival photograph, c. 1927, Andrea di Bartolo,

Madonna of Humility, the Blessing Christ, Two Angels,
and a Donor, c. 1380/1390, tempera on panel, National
Gallery of Art, Washington, Samuel H. Kress Collection.

fig. 2 X-radiograph, Andrea di Bartolo, Madonna and

Image: Fondazione Roberto Longhi, Florence Child, c. 1415, tempera on panel, National Gallery of Art,

Washington, Samuel H. Kress Collection

TECHNICAL NOTES

[11 Stephen Pichetto examined this picture in 1940 in response to a request
made to him by the Gallery’s then chief curator, John Walker. Pichetto was
the restorer for the Samuel H. Kress Foundation, and he was specifically
asked to clear up whether the Madonna of Humility and the Christ on the
Cross were painted on the same panel. Pichetto’s notes indicate that he
determined that the support was one piece of wood, painted on both sides.
(Walker’s letter of October 1940 and Pichetto’s documentation are in NGA

Christ on the Cross [reverse]
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curatorial files.) It is unclear why Fern Rusk Shapley stated that the paintings
were executed on separate panels. See Fern Rusk Shapley, Paintings from
the Samuel H. Kress Collection: Italian Schools, XIlI-XV Century (London,
1966), 66, 67; Fern Rusk Shapley, Catalogue of the Italian Paintings, 2 vols.
(Washington, DC, 1979), 1:3—4. The painting was examined again in 1988,
2008, and 2011, and it was consistently determined to be one panel; see
report dated August 31, 1988, in NGA conservation files.

[2] Using x-ray fluorescence spectrometry (XRF), the NGA scientific research
department analyzed the gilding, and it was found to be silver (see
forthcoming report in NGA conservation files).

[3] This photo, probably taken sometime before the acquisition of the painting
by Samuel H. Kress in 1927 (see Provenance), belonged to Roberto Longhi
and is now in the archive of the Fondazione Roberto Longhi in Florence.

[4] During his 1940 examination of the painting, Pichetto removed the modern
engaged frame and made sketches of the placement of the image on its
wooden support, indicating also the pieces of new wood added to the panel
in the upper corners (see NGA curatorial files).

[5] Infrared reflectography was performed using a Hamamatsu ¢/1000-03
Vidicon camera.

PROVENANCE

Private collection, Italy, c. 1920.[1] (Alessandro Contini, Rome [from 1930, Count
Alessandro Contini-Bonacossi]); sold October 1927 to Samuel H. Kress [1863-1955],
New York;[2] transferred 1929 to the Samuel H. Kress Foundation, New York; gift
1939 to NGA. [1] In his expertise dated 8 August 1934, commissioned from him by
the Samuel H. Kress Foundation (copy in the NGA curatorial files), F. Mason Perkins
states that he had seen the painting for the first time in an Italian private collection
fifteen years earlier. [2] The bill of sale for sculpture, maiolica, furniture, antique
velvet, and several paintings, including a "Madonna and Child by Lippo
Memmi...given to Donato Martini by some experts," is dated 5 October 1927 (copy

in NGA curatorial files).
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Andrea di Bartolo
Sienese, active from 1389 - died 1428

Food to the Poor and
Offerings to the Temple

c. 1400/1405

tempera on poplar panel

painted surface: 44.1 x 32.5 cm (17 3/8 x 12 13/16 in.)
overall: 45.7 x 34 x 0.6 cm (18 x 13 3/8 x 1/4 in.)
framed: 48.3 x36.8 x4.1cm (19 x 14 1/2 x15/8 in.)
Samuel H. Kress Collection 1939.1.43

Joachim and Anna Giving

ENTRY

The three panels in the National Gallery of Art collection (this work, The Nativity of
the Virgin, and The Presentation of the Virgin in the Temple) form part of a larger
series of scenes from the childhood of Mary, of which a fourth component is also
known: Joachim Leaving Jerusalem now in the Keresztény Mulzeum at Esztergom
in Hungary [fig. 1].[1] Since two of the episodes, Joachim and Anna Giving Food to
the Poor and Offerings to the Temple and Joachim Leaving Jerusalem, are seldom
found represented in art, there are good reasons to assume that the sequence
would have originally comprised at least four other, more commonly illustrated
scenes, namely, the Expulsion of Joachim from the Temple, the Annunciation to
Joachim (and/or to Anna), the Meeting at the Golden Gate, and the Betrothal of the
Virgin.[2] These (and possibly other) scenes would have accompanied a central
image of the Madonna and Child,[3] or of Saint Anne with the Madonna and
Child,[4] a Coronation of the Virgin,[5] or a theme such as the Annunciation or
Pentecost.[6] It is difficult, therefore, to reconstruct the dismembered and
dispersed altarpiece of which our three panels would have formed part, also
because we do not know exactly how the surviving scenes from the life of the
Virgin were related to the main image of the altarpiece. The fact that the grain of
the wooden support is vertical would seem to exclude the proposition that they are

fragments of a predella,[7] and the hypothesis advanced in the past, that our
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panels could be fragments of a reliquary cupboard, seems to have no
foundation.[8] They could have been fragments of a vita-icon type panel, with a
whole-length figure of the Madonna and Child flanked by a vertically arranged
series of scenes of her life.[9] Such an image, however, would appear decidedly
old-fashioned in Siena after the mid-fourteenth century. A more likely alternative
format is suggested by the cases in which Sienese painters of the late fourteenth
century, such as Taddeo di Bartolo or Andrea di Bartolo himself,[10] produced
paintings in a form similar to thirteenth-century dossals, with a large-scale
representation at the center, flanked by narrative scenes in two superimposed
orders [fig. 2] (see also Reconstruction). A round-arched termination, enriched on
the inside with cusped moldings, would be very appropriate for this kind of
altarpiece. In Siena in this period, and in Tuscany in general, the wood grain of the
support in a vertical panel is invariably aligned vertically, and in a horizontal panel
horizontally. It cannot be excluded, of course, that the painting was realized during
the artist’s stay in Venice or in the Marche and not in Siena, as Laurence Kanter, in
correspondence, suggests. He points out that carpentry practice in the Venetian
territories frequently aligned panels parallel to the shorter axis, so in the case of a
horizontal altarpiece the wood grain would run vertically.[11] He further notes that
the incised profiles of the original frame moldings on our panels argue for a
Venetian provenance. In Tuscany, engaged frames were applied before the panels
were gessoed or gilt. In Venice, they were added afterward, and their profiles are

often found inscribed on the picture surface as a guide to the painter.

The scenes from the life of the Virgin painted by Andrea are based on an
apocryphal text called De Ortu Beatae Mariae et Infantia Salvatoris, attributed to
the evangelist Matthew. Later sources enriched this narrative with additional
episodes. According to the legend, the marriage of Joachim (father of the Virgin
Mary) and Anna remained childless for many years, a state that was interpreted by
the high priest of the temple in Jerusalem as punishment for grave sins. Therefore,
Joachim’s offering of a sacrificial lamb was rejected, and he was expelled from the
temple. The scene represented in this work is usually identified as Joachim and the
Beggars but refers instead to a previous episode in the life of Mary’s parents. A
version of the legend, evidently familiar in Tuscany, recounts that Joachim and
Anna lived in a particularly charitable way, dividing all their worldly goods into
three parts: a third was allocated to the poor, another third to the temple, and only
a third was kept for their own needs.[12] In the panel at the Gallery, we see, to the
left, Joachim distributing loaves of bread to the poor, while his wife is presiding

over the delivery of sacks of grain to the temple, where a priest receives them. This
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episode would have been followed by the lost scene of the priest’s rejection of the
offering of a sacrificial animal and the Expulsion from the Temple, the premise for
Joachim’s Abandonment of the City, which is described in the painting now in

Esztergom.

At this point in the sequence, other episodes usually illustrated in cycles of the
childhood of Mary are likely to have followed: namely, the Angel’s Annunciation of
the Birth of Mary both to Joachim and to Anna, and the Return of Joachim to the
City, linked with the Meeting of Husband and Wife at the Golden Gate. In the
following scene of the Nativity of the Virgin, Andrea faithfully followed the model
proposed by his father, Bartolo di Fredi, in the cycle of frescoes in the church of
Sant’Agostino at San Gimignano and elsewhere:[13] in the foreground at the center
we see a young woman seated on the ground, supporting with one arm the
newborn child who stands on her lap, back turned to the viewer, while another
woman, also crouched on the ground, is gesturing with both hands towards the
child, as if inviting the baby girl to come to her arms. Further in the background we
see two standing women: one is just entering the room through a door in the rear
wall, bearing a bowl of food in her hands; the other is pouring water into a basin for
the child’s mother to wash her hands. Anna is shown reclining on the skillfully
foreshortened bed to the right, its curtain drawn back. On the other side of the
scene, Joachim and another elderly man are seated in a barrel-vaulted loggia
adjacent to the room of the childbirth, awaiting news of the event. The following
scene, The Presentation of the Virgin in the Temple, also resembles the
corresponding fresco by Bartolo in San Gimignano,[14] but in this case both
paintings reveal the influence of a celebrated prototype frescoed by Pietro and
Ambrogio Lorenzetti on the facade of the Ospedale della Scala in Siena.[15] The
scene represents the episode of the three-year-old Mary being taken by her
parents to the temple; the child spontaneously ascends the flight of steps to the
temple, where she would reside until the age of fourteen. By painting the temple at
an angle to the picture plane, displaced to the right side of the composition,
Andrea seems, however, more faithful to his father’s more dynamic and “modern”

composition than to the Lorenzettian model.

After initial attempts to attribute the three panels to Bartolo di Fredi,[16] art
historians in general accepted them (and also the fourth now in Esztergom) as the
work of Andrea.[17] The generally accepted date for them is c. 1400 or shortly
thereafter.[18] A proposal to insert them into the catalog of Giorgio di Andrea[19]

has found no acceptance in the literature. G. Fattorini described the three
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Washington panels as akin to the Adoration of the Magi in the Salini collection
(Castello di Gallico, near Asciano, Siena), which he dated to the first decade of the

fifteenth century.[20]

From a stylistic point of view, the scenes from the childhood of Mary can be
compared with such paintings as the six stories of Saint Galgano now divided
between the Museo Nazionale in Pisa and the National Gallery in Dublin (these,
too, most likely originated as parts of a panel in the form of a dossal);[21] various
portable triptychs in the museums of Altenburg,[22] Philadelphia,[23] Prague,[24]
and Siena;[25] or the paintings on a casket in the Palazzo Pubblico in Siena.[26]
Unfortunately, none of these paintings is securely dated. Since the only
documented works of the painter have been lost, the one secure point of
reference for the chronology of his career remains the fragmentary polyptych in
the Church of the Osservanza at Siena, dated 1413.[27] The lack of other secure
points of reference explains why the chronological reconstruction of Andrea’s
works remains so beset by uncertainty. For example, his signed Assumption of the
Virgin (Virginia Museum of Fine Arts, Richmond) sometimes is considered to
belong to his early period, and sometimes to his full maturity.[28] Some clues for a
reconstruction of the artist’s career can, | believe, be deduced from the miniatures
painted by Andrea for the choir-books of the Eremo di Lecceto near Siena,
probably during the 1390s.[29] The strong compositional simplification and
charged color of these miniatures reveal significant affinities with the scenes from
the life of the Virgin being discussed here, and thus seem to confirm that they

belong to a relatively precocious phase in Andrea’s career.

Comparisons of the Gallery’s panels with the figures of saints in the Church of the
Osservanza in Siena (1413), on the other hand, show that the latter belong to a
more advanced phase in the artist’s career. Some lateral panels of polyptychs,
such as that in Tuscania Cathedral, of which the predella has also survived, are
easier to compare with the Osservanza saints. In contrast to the tall and slender
saints of the Osservanza, who wear draperies furrowed by long, close-set, sharply
undercut folds, those of Tuscania are more robust in physique and more placid in
expression; their statuesque figures seem to indicate an earlier date of execution,
somewhat closer in style to the group of miniatures Andrea probably realized in
the last decade of the fourteenth century.[30] If this conclusion is correct, and if
therefore the crowded scenes thronged with corpulent and largely immobile
figures in the predella in Tuscania testify to Andrea’s art around 1405-1410, it

seems reasonable to propose a dating to the very first years of the Quattrocento
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for the Gallery’s scenes from the life of the Virgin. The compositions in these
panels are reduced to essentials, and no signs are yet visible either of the more
spacious layout of the scenes or of the greater liveliness of the figures that can be
seen in the stories of Christ in the now dispersed predella that should probably be
connected with the Assumption in Richmond and in other altarpieces reasonably

considered later than the Osservanza saints.[31]

The closest stylistic affinities of the Gallery’s panels therefore are with works
whose figures are more robust and more sedate in character. Paintings that fall into
this category—apart from the polyptych in Buonconvento and the altarpiece now in
the museum in Murano, both datable to the last decade of the fourteenth century—
include the fragment with the Virgin Annunciate formerly in the Minneapolis
Institute of Arts and the fragmentary Saint Michael Archangel in the Pinacoteca
Nazionale in Siena (no. 63), for both of which Laurence Kanter (1986) proposed a
provenance from the same altarpiece of which the Gallery’s panels originally
formed a part.[32] Apparently, during these years—that is, the first fifteen years of
the fifteenth century—Andrea especially painted small-scale works for private
devotion, such as the abovementioned portable triptych no. 133 in the Pinacoteca
of Siena; this resembles our scenes from the life of Mary not only in the proportions
and physiognomic types of the figures but also in its peculiar compositional
devices.[33] In another triptych datable to this period, that of the Lindenau-Museum
in Altenburg, the cloak of the young female saint of the left leaf is closely
comparable with that of the majestic Saint Anne of The Presentation of the Virgin
to the Temple. Another comparable work [34] is the Adoration of the Magi now in
the Salini collection, which recalls the Washington panels both in the statuesque

pose of its figures and in the characteristics of its architectural backdrop.[35]
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COMPARATIVE FIGURES

fig. 1 Andrea di Bartolo, Joachim Leaving Jerusalem, c.

1400/1405, tempera on panel, Keresztény Midzeum,
Esztergom, Hungary

fig. 2 Reconstruction of a dispersed altarpiece by Andrea
di Bartolo (color images are NGA objects): a. Joachim and
Anna Giving Food to the Poor and Offerings to the
Temple; b. Expulsion of Joachim (?), lost; c. Joachim
Leaving Jerusalem (fig. 1); d. Annunciation of the Birth of
Mary (?), lost; e. Lost; f. Meeting at Porta Aurea (?), lost; g.
The Nativity of the Virgin; h. The Presentation of the Virgin
in the Temple; i. Marriage of the Virgin (?), lost

Joachim and Anna Giving Food to the Poor and Offerings to the Temple
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RECONSTRUCTION

Click on any panel in the altarpiece reconstruction below to see an enlarged version of the image. Color reproductions in the
reconstruction indicate panels in the National Gallery of Art collection.

Reconstruction of a dispersed altarpiece by Andrea di Bartolo:

a. Joachim and Anna Giving Food to the Poor and Offerings to the Temple
b. Expulsion of Joachim (?), lost

c. Joachim Leaving Jerusalem (Entry fig. 1)

d. Annunciation of the Birth of Mary (?), lost

e. Lost

f. Meeting at Porta Aurea (?), lost

g. The Nativity of the Virgin

h. The Presentation of the Virgin in the Temple

i. Marriage of the Virgin (?), lost

NOTES

[1 No.55.148; 46 x 34 cm. The painting, its provenance unknown, was
purchased by Cardinal Jdnos Simor, perhaps in Rome, for the museum in
Esztergom between 1867 and 1878; see Miklés Boskovits et al., Christian Art
in Hungary: Collections from the Esztergom Christian Museum (Budapest,
1965), 52. Its original gold ground was evidently removed at an early date,
and it, like the Washington panels, was regilded during a nineteenth-century
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(8l

[10]

restoration.

On the role of Joachim in Italian cycles of the childhood of Mary, cf.
Jacqueline Lafontaine-Dosogne, Iconographie de I'enfance de la Vierge
dans 'Empire byzantin et en Occident, 2 vols. (Bruxelles, 1964-1965),
2:154-159; Gertrud Schiller, lkonographie der christlichen Kunst, 6 vols.
(Gltersloh, 1966-1990), 4, pt. 2: 38—-54.

As an example we may cite the vita-icon, name piece of the Master of San
Martino in the Museo Nazionale in Pisa, in which the main image at the
center is flanked on either side by six superimposed stories from the life of
the Virgin. See Enzo Carli, Il Museo di Pisa (Pisa, 1974), 41-43 and fig. 48.

Cf. the retable of Bernat de Puig in the Museu Nacional d’Art de Catalunya,
Barcelona, repro. in Josep Gudiol and Santiago Alcolea i Blanch, Pintura
gotica catalana (Barcelona, 1986), fig. 57.

As in the polyptych commissioned from Bartolo di Fredi for the church of
San Francesco at Montalcino; cf. Gaudenz Freuler, Bartolo di Fredi Cini: Ein
Beitrag zur sienesischen Malerei des 14. Jahrhunderts (Disentis, 1994),
188-221.

The Annunciation is placed at the center of an illuminated page with scenes
from the childhood of Mary, executed by the Bedford Master, in a Book of
Hours in the Oesterreichisches Nationalbibliothek in Vienna, cod. 1855;
Gertrud Schiller, lkonographie der christlichen Kunst, 6 vols. (Giitersloh,
1966-1990), 4, pt. 2: pl. 467. The scene of Pentecost occupies a central
position in the cycle of frescoes by the young Bartolo di Fredi in the church
of Sant’Agostino at San Gimignano. See Gaudenz Freuler, Bartolo di Fredi
Cini: Ein Beitrag zur sienesischen Malerei des 14. Jahrhunderts (Disentis,
1994), 32—-45.

On the structural characteristics of the predella in late medieval altarpieces
in Tuscany, see Monika Cammerer-George, Die Rahmung der toskanischen
Altarbilder im Trecento (Strasbourg, 1966), 9394; Christoph Merzenich, Vom
Schreinerwerk zum Gemdlde: Florentiner Altarwerke der ersten Hdilfte des
Quattrocento (Berlin, 2001), 55.

Cesare Brandi formulated this hypothesis, and various scholars accepted it,
in Cesare Brandi, Quattrocentisti senesi (Milan, 1949), 243.

Joanna Dunn of the National Gallery of Art conservation department tells
me that, judging from the cracks lining up, it seems a “strong possibility” that
The Nativity of the Virgin was placed above The Presentation of the Virgin
in the Temple. However, the x-radiographs do not show the wood grain
clearly enough to prove this.

On the typology of vita-icon in Tuscany, see Victor M. Schmidt, “Tipologie e
funzioni della pittura senese su tavola,” in Duccio: Siena fra tradizione
bizantina e mondo gotico, ed. Alessandro Bagnoli et al. (Cinisello Balsamo,
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(1]

(12]

(13]

Milan, 2003), 541-544; Rita Sauer, “... so be ye holy in all manner of
conversation’: The Vita Retable,” in Kult Bild: Das Altar- und Andachtsbild
von Duccio bis Perugino (Petersberg, 2006), 131-176. For vita-icons with
horizontally arranged scenes, see Taddeo di Bartolo’s panel San
Geminianus Enthroned and Eight Stories of His Legend, or Andrea di
Bartolo’s panel with the Crucifixion at the center and eight scenes from the
life of Christ and of saints to the sides, formerly in the Stoclet collection in
Brussels. Cf. Raimond van Marle, The Development of the Italian Schools of
Painting, vol. 2, The Sienese School of the 14th Century (The Hague, 1924),
fig. 354; Pierre Bautier, “| primitivi italiani della collezione Stoclet a
Bruxelles,” Cronache d’arte 4 (1927): 315 and fig. 6.

Taddeo di Bartolo’s San Geminianus dossal (see note 10 above) has been
transferred to a modern panel support with a vertical wood grain and so
cannot be adduced for comparison.

The narrative of the Pseudo-Matthew was supplemented with other
episodes by a German priest named Wernher in the mid-twelfth century. His
Driv liet von der maget (Three Books on the Virgin) is the first source to
mention the story of the division of Joachim’s worldly goods for charitable
purposes; see Gertrud Schiller, lkonographie der christlichen Kunst, 6 vols.
(Gutersloh, 1966-1990), 4, pt. 2: 54-55; W.J. Hoffman, “Wernher,” in
Marienlexikon, ed. Remigius Baumer and Leo Scheffczyk, 6 vols. (St.
Ottilien, 1994), 6:716—717.

The scene frescoed by Bartolo in Sant’Agostino at San Gimignano was
repeated with small variations by the same painter in the predella fragment,
part of the altarpiece commissioned from Bartolo for the church of San
Francesco at Montalcino and now in the local Museo Civico. See Gaudenz
Freuler, Bartolo di Fredi Cini: Ein Beitrag zur sienesischen Malerei des 14.
Jahrhunderts (Disentis, 1994), figs. 34, 37. The young Andrea probably
collaborated in the execution of this part of the Montalcino altarpiece.

Reproduced in Gaudenz Freuler, Bartolo di Fredi Cini: Ein Beitrag zur
sienesischen Malerei des 14. Jahrhunderts (Disentis, 1994), fig. 27.

This lost cycle on the facade of the Ospedale della Scala is now known only
from descriptions in the sources. Various scholars have proposed the
involvement in it not only of the Lorenzetti brothers but also of Simone
Martini (Sienese, active from 1315; died 1344); cf. Daniela Gallavotti
Cavallero, “Pietro, Ambrogio e Simone, 1335, e una questione di affreschi
perduti,” Prospettiva 48 (1987): 69—74, and for a recent summary of the
status questionis, see Wolfgang Loseries, in Maestri senesi e toscani nel
Lindenau—Museum di Altenburg, ed. Miklés Boskovits and Johannes Tripps
(Siena, 2008), 130 n. 17.
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[16]

(18]

(19]

In manuscript expertises (some of them dated 1934), Giuseppe Fiocco,
Raimond van Marle, Osvald Sirén, Wilhelm Suida, and Adolfo Venturi all
proposed an attribution of the three panels to Bartolo di Fredi. According to
the manuscript opinion of F. Mason Perkins, however, the panels were
attributable not to Bartolo himself but to an “exceptionally close and as yet
unidentified pupil.” See Fern Rusk Shapley, Catalogue of the Italian
Paintings, 2 vols. (Washington, DC, 1979), 1:4, and copies of the expertises in
NGA curatorial files.

Roberto Longhi made the attribution to Andrea di Bartolo in an undated
expertise most likely written in 1934, like the others cited in the previous
note; see Fern Rusk Shapley, Catalogue of the Italian Paintings, 2 vols.
(Washington, DC, 1979), 1:4. Bernard Berenson endorsed this proposal (in an
autograph annotation written on the back of a photograph of The Nativity),
though with the specification “in great part.” Copies in NGA curatorial files.

The dating “c. 1400” already appeared in the entry relating to the three
panels in the National Gallery of Art, Preliminary Catalogue of Paintings and
Sculpture (Washington, DC, 1941), 3, and was confirmed in the various
successive catalogs of the Gallery, as well as by Fern Rusk Shapley,
Paintings from the Samuel H. Kress Collection: Italian Schools, xiii-xv
Century (London, 1966), 65—66; Enzo Carli, / pittori senesi (Siena, 1971), 138;
Enzo Carli, La pittura senese del Trecento (Milan, 1981), 238; Giulietta
Chelazzi Dini, in Il gotico a Siena: Miniature, pitture, oreficerie, oggetti d’arte
(Florence, 1982), 317; Valentina Maderna, ed., Il polittico di Andrea di Bartolo
a Brera restaurato (Florence, 1986), 17; and Philippe Lorentz, “De Sienne a
Strasbourg: Posterité d’'une composition d’Ambrogio Lorenzetti, la Nativité
de la Vierge de I’'Hopital Santa Maria della Scala a Sienne,” in Hommage a
Michel Laclotte: Etudes sur la peinture du Moyen Age et de la Renaissance
(Paris, 1994), 125 repro., 126, 127, 130-131 n. 45. Miklés Boskovits, Early
Italian Panel Paintings (Budapest, 1966), 40; Andras Mucsi, Katalog der
Alten Gemaldegalerie des Christlichen Museums zu Esztergom (Budapest,
1975), 42; Eberhard Kasten, “Andrea di Bartolo,” in Allgemeines
Kiinstlerlexikon: Die bildenden Kiinstler aller Zeiten und Vélker, ed. Glinter
Meikner (Munich, 1992), 3:512, 514, proposed, instead, a less specific date
for the three panels in the first decade of the fifteenth century.

Laurence B. Kanter, “Giorgio di Andrea di Bartolo,” Arte cristiana 74 (1986):
22. Corrado Fratini rejected this rather audacious attribution in Pinacoteca
comunale di Citta di Castello, vol. 1, Dipinti, Catalogo regionale dei beni
culturali dell’'Umbria, ed. Francesco Federico Mancini (Perugia, 1987), 143—
144, see also Elisabetta Avanzati, in La Sede storica del Monte dei Paschi di
Siena: Vicende costruttive e opere d’arte, ed. Francesco Gurrieri and
Luciano Bellosi (Florence, 1988), 276—280; Michel Laclotte and Esther
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[21]

[22

[25

[28

-

—

]

—_

Moench, Peinture italienne: Musée du Petit Palais, Avignon (Paris, 2005),
56; and Andrea De Marchi, in Pinacoteca Nazionale di Bologna, catalogo
generale, vol. 1, Dal Duecento a Francesco Francia, ed. Jadranka Bentini,
Gian Piero Cammarota, and Daniela Scaglietti Kelescian (Venice, 2004), 183
—-184.

According to G. Fattorini, in La collezione Salini: Dipinti, sculture e oreficerie
dei secoli XlI, Xlll, XIV e XV, ed. Luciano Bellosi, 2 vols. (Florence, 2009),
1:238, the painting was possibly decorated with the very same punches as
the Washington stories of the Virgin.

Enzo Carli, Il Museo di Pisa (Pisa, 1974), 61-62. Suggested dating: probably
before 1400.

Francesca Pasut, in Maestri senesi e toscani nel Lindenau—Museum di
Altenburg, ed. Miklés Boskovits and Johannes Tripps (Siena, 2008),
104-106, with dating c. 1395-1400.

No. JC Cat. 99; see Carl Brandon Strehlke, Italian Paintings, 1250-1450, in
the John G. Johnson Collection and the Philadelphia Museum of Art
(Philadelphia, 2004), 37-41. Suggested dating: c. 1394.

Nn. O11.919-011.921. See Olga Pujmanova, ltalienische Tafelbilder des
Trecento in der Nationalgalerie Prag (Berlin, 1984), no. 20. Suggested
dating: c. 1400.

No. 133; see Piero Torriti, La Pinacoteca Nazionale di Siena, vol. 1, | dipinti
dal xii al xv secolo (Genoa, 1977), 203, with dating to the early years of the
fifteenth century.

Alessandro Cecchi, in Il gotico a Siena: Miniature, pitture, oreficerie, oggetti
d’arte (Florence, 1982), 328-331, with dating to c. 1400-1410.

See Raimond van Marle, The Development of the Italian Schools of
Painting, vol. 2, The Sienese School of the 14th Century (The Hague, 1924),
576, and Antonio Vannini, L’Osservanza di Siena: Guida artistica della
chiesa e del convento di San Bernardino all’Osservanza (Siena, 2004),
40-41.

Hendrik W. van Os, “Andrea di Bartolo’s Assumption of the Virgin,” Arts in
Virginia 2 (1971): 5, dated the painting now in Richmond (no. 54.11.3; 230.2 x
85 cm) “in the seventies” of the fourteenth century. Gaudenz Freuler,
“Andrea di Bartolo, Fra Tommaso d’Antonio Cafarini, and Sienese
Dominicans in Venice,” The Art Bulletin 69 (1987): 584, pushed its date
forward to the latter years of the century, given that Ser Palamedes, in
whose memory the painting was commissioned, was still alive in 1394. Art
historians in general, however, have continued to regard the panel as a
youthful work of the artist. See Elisabetta Avanzati, in La Sede storica del
Monte dei Paschi di Siena: Vicende costruttive e opere d’arte, ed.
Francesco Gurrieri and Luciano Bellosi (Florence, 1988), 282; Carl Brandon
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(29]

(31

Strehlke, Italian Paintings, 1250-1450, in the John G. Johnson Collection
and the Philadelphia Museum of Art (Philadelphia, 2004), 27. The present
writer has long maintained (and still believes) that Andrea di Bartolo’s stories
of Christ, divided between the museums of Toledo in Ohio, Bologna, and
private collections, probably belong to the Richmond Assumption. It is
generally recognized as a work of the artist’s full maturity; cf. Andrea De
Marchi, in Pinacoteca Nazionale di Bologna, catalogo generale, vol. 1, Dal
Duecento a Francesco Francia, ed. Jadranka Bentini, Gian Piero
Cammarota, and Daniela Scaglietti Kelescian (Venice, 2004), 183—-184, with a
suggested dating of c. 1420. The common origin of the dispersed predella
and the Richmond panel is suggested both by their stylistic character and
their size. The width of the panel with the Assumption (measuring 230.2 x
85 cm) matches that of the Toledo Crucifixion (50 x 84.3 cm) that would in
origin have been placed below it, at the center of the predella. See Miklés
Boskovits and Serena Padovani, The Thyssen-Bornemisza Collection: Early
Italian Painting 1290-1470 (London, 1990), 21.

The miniatures of antiphonary H.1.7 now in the Biblioteca Comunale of Siena
are dated c. 1400; cf. Giulietta Chelazzi Dini, in Il gotico a Siena: Miniature,
pitture, oreficerie, oggetti d’arte (Florence, 1952), 320-321; Gaudenz
Freuler, “La miniatura senese degli anni 1370-1420,” in La miniatura senese
1270-1420, ed. Cristina De Benedictis (Milan, 2002), 182-186. The
illuminations of a missal, G.IlIl.7 in the same library, are at least in part
probably attributable to Andrea in a slightly earlier phase, as Chelazzi Dini
proposed in Il gotico a Siena: Miniature, pitture, oreficerie, oggetti d’arte
(Florence, 1982), 317-318.

On the Tuscania polyptych, cf. Luisa Mortari, in La pittura viterbese dal xiv al
xvi secolo: Catalogo delle opere, ed. Italo Faldi and Luisa Mortari (Viterbo,
1954), 29-30, and Laurence B. Kanter, “Giorgio di Andrea di Bartolo,” Arte
cristiana 74 (1986): 17-24. Kanter’s proposed reconstruction of the
altarpiece, and his addition to it of components now situated elsewhere,
seems correct, but it is difficult to share his attribution of it to Giorgio
d’Andrea or his dating to the 1420s. This date, formerly accepted also by the
present writer, now seems to me too late and should, | believe, be modified
to 1405-1410; cf. Miklés Boskovits and Serena Padovani, The Thyssen-
Bornemisza Collection: Early Italian Painting 1290-1470 (London, 1990), 21.
Gabriele Fattorini came to similar conclusions concerning the date of the
Tuscania polyptych in La collezione Salini: Dipinti, sculture e oreficerie dei
secoli Xll, Xlll, XIV e XV, ed. Luciano Bellosi, 2 vols. (Florence, 2009), 1:242—
249.

Apart from polyptych no. 220 of the Pinacoteca in Siena, generally
considered a late work of Andrea, | refer to the polyptych in Sant’Angelo in
Vado, now divided between the Pinacoteca di Brera in Milan and the
Galleria Nazionale in Urbino, and the dispersed predella reconstructed

Joachim and Anna Giving Food to the Poor and Offerings to the Temple

© National Gallery of Art, Washington

53



National Gallery of Art

(® NATIONAL GALLERY OF ART ONLINE EDITIONS
Italian Thirteenth and Fourteenth Century Paintings

[32

—

(33]

(34]

[35]

around the Crucifixion no. 12.6 in the Metropolitan Museum of Art, New
York. For these paintings, see Piero Torriti, La Pinacoteca Nazionale di
Siena, vol. 1, I dipinti dal Xl al XV secolo (Genoa, 1977), 207; Valentina
Maderna, “ll polittico di Andrea di Bartolo a Brera,” in /I polittico di Andrea di
Bartolo a Brera restaurato, ed. Valentina Maderna (Florence, 1986), 9-15;
Federico Zeri, in Federico Zeri and Elizabeth E. Gardner, ltalian Paintings:
Sienese and Central Italian Schools; A Catalogue of the Collection of the
Metropolitan Museum of Art (New York, 1980), 1-2; and Miklés Boskovits
and Serena Padovani, The Thyssen-Bornemisza Collection: Early Italian
Painting 1290-1470 (London, 1990), 16—21. In my discussion of this predella
in 1990, | wrongly connected it with two lateral panels of paired saints from
a dispersed triptych, now in a private collection. These panels, Saints Louis
of Toulouse and John the Baptist and John the Evangelist and Francis, now
seem to me relatively early works of the artist, probably datable to the first
decade of the fifteenth century, whereas the predella | had placed in the
period c. 1415-1420 ought to be closer in date to the latter end of this
spectrum.

Laurence B. Kanter, “Giorgio di Andrea di Bartolo,” Arte cristiana 74 (1986):
22-24. The Minneapolis fragment was deaccessioned, and its present
whereabouts are unknown to me. For the fragment no. 63 in the Pinacoteca
Nazionale in Siena, cf. Piero Torriti, La Pinacoteca Nazionale di Siena, vol. 1,
I dipinti dal Xl al XV secolo (Genoa, 1977), 205.

The somewhat naive compositional device proposed by the painter in the
Nativity of the central panel of the triptych in Siena, namely that of
displacing sharply to the left the little tree in the background to avoid its
branches being concealed by the cusped border of the frame, recalls the
improbable displacement—for the same reason—of the dome to the left
margin of the temple in Presentation of the Virgin in the Temple and
Joachim and Anna Giving Food to the Poor and Offerings to the Temple in
the National Gallery of Art.

We may further recall as works exemplifying Andrea’s phase at the turn of
the century a portable triptych in the Brooklyn Museum in New York, no. 34.
839; see Carl Brandon Strehlke, ltalian Paintings, 1250-1450, in the John G.
Johnson Collection and the Philadelphia Museum of Art (Philadelphia,
2004), 41, and the little panels with saints, formerly belonging to the
museums in Altenburg, Oslo, Oxford, and in private collections; see
Francesca Pasut, in Maestri senesi e toscani nel Lindenau—Museum di
Altenburg, ed. Miklés Boskovits and Johannes Tripps (Siena, 2008), 107-111.

Gold Backs: 1250-1480 (Turin, 1996), 122, 124; Gabriele Fattorini, in La
collezione Salini: Dipinti, sculture e oreficerie dei secoli Xll, Xlll, XIV e XV,
ed. Luciano Bellosi, 2 vols. (Florence, 2009), 1:236—-249. The painting, cut on
all sides, measures 25.5 x 21 cm. The fragment at first sight might also seem
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the companion panel of these in the Gallery, but its original size must have
been slightly smaller than that of the Washington panels.

TECHNICAL SUMMARY

This painting, along with its companions The Nativity of the Virgin and The
Presentation of the Virgin in the Temple, was executed on a single-member poplar
panel with vertical grain.[1] The edges of the three panels probably were cropped
slightly. Wooden strips measuring 0.6—0.8 cm wide have been attached to the
edges along all four sides of each painting. The x-radiographs show three round
marks along the bottom of The Presentation and The Nativity, which may be the

sites of old holes from nails that attached a horizontal batten.

The paintings most likely were executed on a gesso ground. The x-radiographs of
The Presentation suggest the presence of a fabric interlayer beneath the ground,
but such a layer is not evident in the x-radiographs of the other two paintings.
Infrared reflectography (Vidicon)[2] proves the presence of extensive
underdrawing, particularly in the draperies of the figures and the placement of the
architectural forms. Incised lines were used, on the other hand, to delineate the
main contours of the figures, of architectural details, and of the original frame, now

lost, against the gold.

Stephen Pichetto thinned and cradled the panels shortly after their acquisition by
Samuel H. Kress in 1930.[3] X-radiographs made prior to the attachment of the
cradles show extensive worm damage, as well as structural damage in the form of
a large crack in the central area of each panel. A large knot may have caused the
vertical split in The Presentation. The cracks of The Presentation and The Nativity
line up, if the latter is positioned above the former. However, this could be purely
coincidental and may not relate to the original positions of the panels. The painted
surface contains only very small losses, but all panels have been generously
retouched and partially regilded. The inpainting is disturbing, especially in the
faces of the three figures at the center of The Nativity. The frames are modern.
Photographs made at the time of the paintings’ donation to the National Gallery of
Art show the panels unframed. A note in the Gallery’s curatorial files mentions their
reframing in 1944. Before this intervention the spandrels originally covered by the
frame had been regilded and appear as such in the photos published in the 1941

catalog of the Gallery.[4] The cusped inner molding of the present frames follows
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approximately the incised lines for the original framing. Pichetto removed
discolored varnish and inpaint during his 1930 treatment of the paintings. In 1955

Mario Modestini again treated The Nativity and Joachim and Anna.[5]

TECHNICAL NOTES

[1 The NGA scientific research department identified the wood using optical
microscopy (see report dated September 15, 1988, in NGA conservation
files).

[2] Infrared reflectography was performed using a Hamamatsu ¢/1000-03
Vidicon camera.

[3] Fern Rusk Shapley, Catalogue of the Italian Paintings, 2 vols. (Washington,
DC, 1979), 1:4.

[4] Reproduced still unframed in Cesare Brandi, Quattrocentisti senesi (Milan,
1949), pl. 9; National Gallery of Art, Paintings and Sculpture from the Samuel
H. Kress Collection (Washington, DC, 1959), 36. However, The Presentation
and The Nativity are reproduced with their modern frame in George
Ferguson, Signs and Symbols in Christian Art, 2nd ed. (New York, 1955),
pl. 21.

[5] Fern Rusk Shapley, Catalogue of the Italian Paintings, 2 vols. (Washington,
DC, 1979), 1:4. Kress Foundation records (copies in NGA curatorial files)
mention only that Modestini “revived color under white stains...and applied
protective coat.”

PROVENANCE

This panel, along with NGA 1939.1.41 and 1939.1.42, are stated to have come from
the collection of a contessa Giustiniani, Genoa;[1] (Count Alessandro Contini-
Bonacossi, Rome); sold July 1930 to the Samuel H. Kress Foundation, New York;[2]
gift 1939 to NGA. [1] See the bill of sale described in note 2. No documented
collection of the conti Giustiniani at Genoa seems to have existed, at least in the
early years of the twentieth century. The works that Elisabeth Gardner (A
Bibliographical Repertory of Italian Private Collections, ed. Chiara Ceschi and
Katharine Baetjer, 4 vols., Vicenza, 1998-2011: 2(2002):183) cites as formerly the

property of the contessa Giustiniani almost all seem to have been purchased on
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the art market shortly before 1930, when Contini Bonacossi sold them to Samuel H.
Kress. The contessa is thus more likely to have been a dealer, or agent, than a
collector. See also Miklés Boskovits and David Alan Brown, /talian Paintings of the
Fifteenth Century, National Gallery of Art Systematic Catalogue, Washington and
New York, 2003: 616 n. 3. [2] The painting is included on a bill of sale dated 15 July
1930 that included eight paintings from the Giustiniani collection (copy in NGA

curatorial files).
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Andrea di Bartolo
Sienese, active from 1389 - died 1428

Blessing Christ, Two
Angels, and a Donor
[obverse]

c. 1380/1390

tempera on panel

painted surface: 28.4 x 17 cm (11 3/16 x 6 11/16 in.)
overall: 30 x18.6 x 0.8 cm (1113/16 x 7 5/16 x 5/16 in.)
framed: 52.1x 34.3x7.6 cm (20 1/2 x131/2x 3 in.)
Samuel H. Kress Collection 1939.1.20.a

Madonna of Humility, The

ENTRY

The painting belongs to an uncommon genre of Byzantine origin of devotional
icons painted on both sides.[1] It is a simplified version of the portable diptych in
which, as in the example discussed here, the Madonna and Child was usually
represented on the obverse, and Christ on the Cross on the reverse.[2] The
peculiarity here, however, is the presentation of the Virgin according to the
iconographic type of the Madonna of Humility: Mary is humbly seated on the
ground instead of on a throne. Yet at the same time she is venerated as Queen of
Heaven by two angels who flank her in flight, and blessed from above by the half-
length figure of Christ, who appears in a trefoil, surrounded by seraphim.[3] On the
reverse of the panel is an isolated image of Christ on the Cross, unattended by the
usual figures of mourners, soldiers, or onlookers who allude to the event of the
Crucifixion. That the image was intended as a panel for private devotion is
underlined by the presence of the minuscule figure of the female donor kneeling in

front of the Madonna to the right; some scholars have identified her as a nun.[4]

At the time of the panel’s first emergence in Florence in the 1920s, art historians
expressed rather disparate views about it. Roberto Longhi, in a manuscript

expertise probably dating to the years 1925-1930,[5] considered the image of the

Madonna of Humility, The Blessing Christ, Two Angels, and a Donor [obverse]
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Madonna likely a work of a close follower of Simone Martini (Sienese, active from
1315; died 1344), identifiable with Lippo Memmi (Sienese, active 1317/1347) or with
Simone’s brother Donato, whereas that of Christ on the Cross on the reverse
seemed to him a later addition by a painter close to Paolo di Giovanni Fei (Sienese,
c. 1335/1345 - 1411) dating to the final years of the Trecento.[6] In 1934, similar
expertises were sought from other leading art historians of the time. F. Mason
Perkins, followed by Giuseppe Fiocco and Wilhelm Suida, attributed it to Andrea di
Bartolo; Bernard Berenson also accepted this attribution. For his part Adolfo
Venturi came to the conclusion that it was an autograph work of Simone Martini,
while Raimond van Marle spoke of a “close follower” of Simone, probably
identifiable with his brother Donato.[7] The catalogs of the National Gallery of Art
(1941, 1959) accepted Longhi’s proposal.[8] In a polemical article (unpublished),
Richard Offner contradicted this, preferring to leave the panel in anonymity.[9]
George Martin Richter (1941) also rejected Lippo Memmi’s hand, arguing for an
attribution to Andrea di Vanni (Sienese, c. 1330 - 1413) in a youthful phase, when he
was still working in Lippo’s shop.[10] Charles Seymour and Hanns Swarzenski
(1946) also placed the attribution to Lippo in doubt.[11] Nonetheless, Andrea di
Bartolo’s responsibility for the execution of both sides of the painting was gradually
recognized, beginning with Millard Meiss (1936, 1951), followed by the catalogs of
the Gallery (1965, 1985) and Fern Rusk Shapley (1966).[12] All the more recent
contributions to the literature accepted this attribution, with the exception of
Gaudenz Freuler (2009), who considered the image of the Madonna of Humility as

executed by Bartolo di Fredi, possibly assisted by his son Andrea di Bartolo.[13]

The date of the painting, however, has given rise to considerable divergence of
opinion. It was thought to have been executed by Memmi as early as c. 1330-1340
in the first catalog of the Gallery (1941).[14] But in the later catalogs of 1965 and 1975
and in Shapley 1966 it was dated to c. 1415.[15] In the meantime Meiss (1951)
supported a dating to c. 1400, while Hendrik W. van Os (1969, 1974) offered the
view that it must have been painted before the end of the fourteenth century.[16]
Shapley (1979), returning to the question, concluded that “the date may be in the
1380s.”[17] For his part Creighton E. Gilbert (1984) seems to have favored a later
dating: around 1394.[18] Freuler (1987), van Os (1989, 1990), and Daniele Benati
(1999) accepted this hypothesis, as well as Gilbert’s suggestion that the painting
was commissioned by the Dominicans of the monastery of Corpus Domini in
Venice, consecrated in 1394, and connected its execution to that year.[19] In 1994,
however, van Os seemed to have abandoned this position, preferring a dating to

c. 1415.[20] Bearing in mind that the connection of the panel with the Dominican
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nuns of Venice is purely conjectural and seems contradicted by the fact that the
donor in our panel is not dressed in the habit of that order,[21] the terminus a quo

of 1394 should now be excluded from discussion of our panel.

Some help in establishing the panel’s date can, however, be derived from an
analysis of its punched decoration, undertaken by Mojmir S. Frinta (1998).[22] This
scholar identified the presence in our panel of some punches already used in
paintings produced in the shop of Bartolo di Fredi, as well as in youthful paintings
by Andrea: | refer in particular to the polyptych in the museum at Buonconvento,
probably dating to 1397,[23] and various paintings that art historians have
unanimously assigned to Andrea’s initial phase.[24] But especially significant to me
are the stylistic affinities with works by Bartolo dating to the mid-1380s or shortly
after, in which signs of Andrea’s assistance can, | believe, be glimpsed: Adoration
of the Magi, now in the Pinacoteca Nazionale in Siena, to which the Adoration of
the Cross now divided between the museums of Altenburg and Charlottesville
formerly belonged,[25] and Massacre of the Innocents in the Walters Art Museum
in Baltimore, probably part of the polyptych executed by Bartolo’s shop for the
church of Sant’Agostino at San Gimignano in 1388.[26] In these paintings the
harsher features of Bartolo’s style are softened, the swirling calligraphy is
attenuated, and the emotional tensions give way to a rather somnolent tranquility
which—in conjunction with the close morphological affinities—suggests Andrea’s
participation. The Christ on the Cross of the reverse, though more hasty in
execution, recalls the similar passage in the Adoration of the Cross, no. 50 in the
Lindenau-Museum in Altenburg, of which it seems indeed a simplified version. The
Madonna of Humility of the obverse, on the other hand, with its minute, exquisitely
chased detailing, reveals close affinities especially with the figures of the mothers
in the Massacre in Baltimore,[27] suggesting it was a work realized by Andrea,

when he was still working in his father’s shop.

It may be added that the composition of the Madonna of Humility evidently
enjoyed considerable success. The artist replicated it many times.[28] The example
in the Gallery is likely to be one of the earliest, together with the signed version
published by Berenson, its whereabouts nhow unknown.[29] In the later versions
the figure of Mary seems to expand to fill the painted surface, which is enclosed
within an arch decorated on the inside with cusping and sometimes with figures of
the Angel of the Annunciation and the Virgin Annunciate placed in medallions in
the two upper corners.[30] At the same time, the gold-tooled carpet that covers the

floor is replaced by a flowering meadow; the design becomes more simplified,
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while the line of the hem of the Virgin’s cloak is wavier; and an increased number
of angels surround the protagonists.[31] Such late Gothic developments, however,
are characteristic of far later phases in the artist’s career. Here he is still strongly
influenced by the figurative formulae of his father. This is evident both in the
painting’s ornamental decoration and in its stylistic features, both indebted to

Trecento models.

NOTES

[ See Annemarie Weyl Carr, “Bilateral Icons,” in The Oxford Dictionary of
Byzantium, ed. Aleksandr Petrovich Kazhdan (New York, 1980), 2:980.

[2] This type of panel, painted on both sides, is exemplified by no. 1062B in the
Gemaldegalerie in Berlin, a work by Francesco di Vannuccio, though there
the two sides are reversed: Christ on the Cross Flanked by Mourners and
Devotees is painted on what can be considered the obverse, while
Madonna and Child with Saints, painted on glass, is on the reverse; Miklos
Boskovits, ed., Friihe italienische Malerei: Gemdldegalerie Berlin, Katalog
der Gemdlde, trans. Erich Schleier (Berlin, 1988), 35—-37. According to
Laurence Kanter’s plausible hypothesis (written communication), the
Washington panel was originally a reliquary, accompanied on the obverse
by roundels containing relics.

[3] While the presence of angels in adoration alludes to the theme of the regina
coeli, the image of the Christus Logos probably refers to that of the
Incarnation; cf. Millard Meiss, Painting in Florence and Siena after the Black
Death (Princeton, 1951), 153-154; Hendrik W. van Os, Marias Demut und
Verherrlichung in der sienesischen Malerei: 1300-1450 (The Hague, 1969),
120-121.

[4] Creighton Gilbert (1984) identified the donor as a Dominican nun. From this
he inferred that the painting was commissioned by a monastery of this
order; various scholars accepted his argument, but Victor Schmidt (2005)
refuted it, rightly pointing out the impossibility of recognizing a member of
the Dominican order in a lady “wearing a long, white headdress which also
functions as a cloak.” The figure can more plausibly be identified as a
matron or widow. See Creighton E. Gilbert, “Tuscan Observants and
Painters in Venice, ca. 1400,” in Interpretazioni veneziane: Studi di storia
dell’arte in onore di Michelangelo Muraro, ed. David Rosand (Venice, 1984),
109-120; Victor M. Schmidt, Painted Piety: Panel Paintings for Personal
Devotion in Tuscany, 1250-1400 (Florence, 2005), 265 n. 82.

[5] Roberto Longhi, who had been a consultant of Contini at least since the
early 1920s, presumably wrote his expertise, in Italian, immediately after
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(8l

Contini’s purchase of the panel c. 1925.

Longhi, in his letter to Contini, declared that the Madonna of Humility

“@ senza dubbio una vera e propria gemma della pittura senese della prima
meta del Trecento al seguito immediato di Simone Martini” (“is without a
doubt a true and proper gem of Sienese painting of the first half of the
thirteenth century in the immediate following of Simone Martini”). The
painting, in his view, had been painted by the same hand as the panel with a
similar Madonna of Humility in the Gema&ldegalerie, Staatliche Muzeen zu
Berlin (no. 1072), then attributed to Lippo Memmi, or to Simone’s little-known
brother, Donato Martini. According to Longhi, the image of Christ on the
Cross on the back of the panel was painted by an entirely different hand,
some forty years after the Madonna.

See copies of the expertises in the NGA curatorial files. Only Wilhelm
Suida’s is dated, to August 1935.

National Gallery of Art, Preliminary Catalogue of Paintings and Sculpture
(Washington, DC, 1941), 133-134; National Gallery of Art, Paintings and
Sculpture from the Samuel H. Kress Collection (Washington, DC, 1959), 34
repro.

Richard Offner’s long article, written on the occasion of the opening of the
National Gallery of Art, only got as far as galley proofs (in August 1941) but
was never in fact published. Copies of the proofs are kept in the archive of
the Corpus of Florentine Painting, Florence. Commenting on cat. 1, Offner
wrote, “The attribution to Lippo can only be accounted a piece of ingenuous
wishfulness. The panel is not by Lippo simply because it shares none of his
essential artistic characteristics.... It lacks...any suggestion of Lippo’s facade-
like, immobilized composition.... How vague...are the bases of attribution
may be judged from the wide discrepancy of opinion on the authorship...
between Lippo and Donato (the latter being as shadowy a figure as is
known to art history)...and Andrea di Bartolo. | should incline to agree with
the tendency of the latter opinion, if it implied a later dating than Lippo’s, but
one must stand resolutely against the attribution.”

George Martin Richter, “The New National Gallery in Washington,” The
Burlington Magazine for Connoisseurs 78 (1941): 177.

Charles Seymour and Hanns Swarzenski, “A Madonna of Humility and
Quercia’s Early Style,” Gazette des Beaux-Arts, ser. 6, no. 30 (1946): 139.

Millard Meiss, “The Madonna of Humility,” The Art Bulletin 18 (1936): 437,

n. 8; Millard Meiss, Painting in Florence and Siena after the Black Death
(Princeton, 1951), 22-23, n. 34; National Gallery of Art, Summary Catalogue
of European Paintings and Sculpture (Washington, DC, 1965), 7; National
Gallery of Art, European Paintings: An lllustrated Catalogue (Washington,
DC, 1985), 18; Fern Rusk Shapley, Paintings from the Samuel H. Kress
Collection: Italian Schools, XllI-XV Century (London, 1966), 66, 67.
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[13]

[16]

(17]

(18]

[20]

After the delivery of the present text to the Gallery, | realized with pleasure
that Gaudenz Freuler, in La collezione Salini: Dipinti, sculture e oreficerie dei
secoli Xll, Xlll, XIV e XV, ed. Luciano Bellosi, 2 vols. (Florence, 2009), 1:252,
also considered Madonna of Humility, The Blessing Christ, Two Angels, and
a Donor [obverse] a painting executed not later than the 1390s. On the
other hand, | am unable to see in it any trace of Bartolo’s hand, even if the
young Andrea was evidently influenced by his father’s style.

National Gallery of Art, Preliminary Catalogue of Paintings and Sculpture
(Washington, DC, 1941), 133-134.

National Gallery of Art, Summary Catalogue of European Paintings and
Sculpture (Washington, DC, 1965), 7; National Gallery of Art, European
Paintings: An lllustrated Summary Catalogue (Washington, DC, 1975), 10;
Fern Rusk Shapley, Paintings from the Samuel H. Kress Collection: Italian
Schools, Xlll-XV Century (London, 1966), 67.

Millard Meiss, Painting in Florence and Siena after the Black Death
(Princeton, 1951), 22—-23, n. 34; Hendrik W. van Os, Marias Demut und
Verherrlichung in der sienesischen Malerei: 1300-1450 (The Hague, 1969),
18, 120, 187; Hendrik W. van Os, “Andrea di Bartolo’s Madonna of Humility,”
M: A Quarterly Review of the Montreal Museum of Fine Arts 6, no. 3 (1974):
21, 25.

Fern Rusk Shapley, Catalogue of the Italian Paintings, 2 vols. (Washington,
DC, 1979), 1:3.

Gilbert believed that the woman represented as donor was a Dominican
nun, who appeared in “an ‘undress’ costume, without the outer elements
worn in public,” that is, the black mantle. “Hence it is very attractive to
suggest [he continued] that the Washington panels [the images painted on
obverse and reverse] are the survivors of the very set blessed by Cardinal
Dominici in 1394, at the [consecration of the] new observant convent in
Venice.” Creighton E. Gilbert, “Tuscan Observants and Painters in Venice,
ca. 1400,” in Interpretazioni veneziane: Studi di storia dell’arte in onore di
Michelangelo Muraro, ed. David Rosand (Venice, 1984), 114—-116. Some later
authors considered this hypothesis, advanced by the scholar “with caution,”
almost a demonstrable fact.

Gaudenz Freuler, “Andrea di Bartolo, Fra Tommaso d’Antonio Cafarini, and
Sienese Dominicans in Venice,” The Art Bulletin 69 (1987): 577; Hendrik W.
van Os et al., eds., The Early Sienese Paintings in Holland, trans. Michael
Hoyle (Florence, 1989), 29, 32; Hendrik W. van Os, Sienese Altarpieces
1215-1460: Form, Content, Function, vol. 2, 1344—1460 (Groningen, 1990),
76; Daniele Benati, in Da Bernardo Daddi a Giorgio Vasari, ed. Maria Pia
Mannini (Florence, 1999), 56.

Hendrik W. van Os et al., The Art of Devotion in the Late Middle Ages in
Europe, 1300-1500, trans. Michael Hoyle (London, 1994), 74.
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[21] See note 4 above.

[22] Mojmir Svatopluk Frinta, Punched Decoration on Late Medieval Panel and

23

[24

[26

]

]

—_

=

(27]

[30

(31]

—

—

-

Miniature Painting (Prague, 1998), 44, 48, 224, 230, 351, 479.

Sources mention the fragmentary polyptych now in the Museo d’arte sacra
della Val d’Arbia at Buonconvento as an altarpiece signed by Andrea di
Bartolo and also furnished with a fragmentary date that could still be
deciphered in the second half of the nineteenth century as 1397; Serena
Padovani, in Serena Padovani and Bruno Santi, Buonconvento, museo
d’arte sacra della Val d’Arbia (Genoa, 1981), 23-25. There is now no trace
of the inscription, but the proposed reading of the date is quite compatible
with the stylistic features of the work.

We may cite as paintings belonging to Andrea’s debut the Stories of Saint
Galgano now divided between the Museo Nazionale in Pisa and the
National Gallery in Dublin; the altarpiece in Buonconvento (see above note
23); and the portable triptychs in the Pinacoteca Nazionale of Siena and the
National Gallery in Prague. See, respectively, Enzo Carli, Il Museo di Pisa
(Pisa, 1974), 61-62; Homan Potterton, lllustrated Summary Catalogue of
Paintings (Dublin, 1981), 6; Piero Torriti, La Pinacoteca Nazionale di Siena,
vol. 1, I dipinti dal Xl al XV secolo (Genoa, 1977), 203; Olga Pujmanova,
Italienische Tafelbilder des Trecento in der Nationalgalerie Prag (Berlin,
1984), pl. 20.

Wolfgang Loseries, in Maestri senesi e toscani nel Lindenau—-Museum di
Altenburg, ed. Miklés Boskovits and JohannesTripps (Siena, 2008), 66-72.

Gaudenz Freuler, Bartolo di Fredi Cini: Ein Beitrag zur sienesischen Malerei
des 14. Jahrhunderts (Disentis, 1994), 260-272.

Walters Art Museum, Baltimore, no. 37.1018; Federico Zeri, ltalian Paintings
in the Walters Art Gallery, ed. Ursula E.M. Cracken, 2 vols. (Baltimore, 1976),
1:48-50.

Hendrik W. van Os, Marias Demut und Verherrlichung in der sienesischen
Malerei: 1300-1450 (The Hague, 1969), 187-188, figs. 62—74, cited and
reproduced several versions of the composition. One of them, however,
formerly belonging to the Stoclet collection in Brussels (fig. 66), is of
dubious authenticity.

Bernard Berenson, “Lost Sienese Trecento Paintings, 4,” International
Studio 98, no. 404 (1931): 30-31.

As in the panel signed by Andrea, formerly in the Ehrich Gallery in New
York. See Hendrik W. van Os, Marias Demut und Verherrlichung in der
sienesischen Malerei: 1300-1450 (The Hague, 1969), fig. 67.

Hendrik W. van Os, Marias Demut und Verherrlichung in der sienesischen
Malerei: 1300-1450 (The Hague, 1969), figs. 62, 63, as well as the panel
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formerly with Moretti in Florence: Daniele Benati, in Da Bernardo Daddi a
Giorgio Vasari, ed. Maria Pia Mannini (Florence, 1999), 56-61.

TECHNICAL SUMMARY

The support (contrary to Shapley 1966, 1979) is a single piece of wood, with a
vertical grain and about 1 cm thick, painted on both sides.[1] The panel has a slight
convex warp relative to the obverse. It has been cut down along its upper edge.
The top of the original gable is truncated, and in order to make the outer shape
rectangular, triangular insets were added on both sides (approximately 1.5 cm on
the top and 3 cm on the vertical edge on the left, and 1 cm along the top and 2 cm
on the vertical edge on the right, as seen from the front). The original engaged

frame has been lost and replaced by a modern one.

The painting was executed on the usual gesso ground, over which a thin red bole
was applied in the gilded areas of the obverse. The reverse was silver gilt.[2] An
old photograph [fig. 1] [3] shows that the painted surface on the obverse ended
approximately 1 cm from the lateral and lower edges and that the unpainted area at
the sides of the gable was at that time gessoed. A later photo, probably from

c. 1940/1941, proves that in the meantime the upper corners had been

regilded.[4] On the reverse the painted area extends to the edges of the panel.
The x-radiograph [fig. 2] shows impressions of three roundels on each side of the
gable, the upper pair cropped in half at the top of the panel. This is evidence that
the panel functioned as a reliquary, containing in its now lost engaged frame seven
circular cavities (allowing for one cut off at the top of the gable) to receive relics.
No underdrawing was found during an infrared examination (Vidicon),[5] but
incised lines mark the placement of the principal figures. A green undermodeling is
visible beneath the flesh of the figures on both the obverse and the reverse. The
painted surface of the obverse is fairly well preserved, with some inpainting in the
donor’s robe; some small, scattered paint losses; and some abrasion in the
Madonna’s robe. On the reverse the silver gilded area is heavily rubbed and the

image itself is damaged by scratches, paint losses, and wormholes.

Madonna of Humility, The Blessing Christ, Two Angels, and a Donor [obverse]
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TECHNICAL COMPARATIVE FIGURES

fig. 1 Archival photograph, c. 1927, Andrea di Bartolo,

Madonna of Humility, the Blessing Christ, Two Angels,
and a Donor, c. 1380/1390, tempera on panel, National
Gallery of Art, Washington, Samuel H. Kress Collection.

fig. 2 X-radiograph, Andrea di Bartolo, Madonna and

Image: Fondazione Roberto Longhi, Florence Child, c. 1415, tempera on panel, National Gallery of Art,

Washington, Samuel H. Kress Collection

TECHNICAL NOTES

[11 Stephen Pichetto examined this picture in 1940 in response to a request
made to him by the Gallery’s then chief curator, John Walker. Pichetto was
the restorer for the Samuel H. Kress Foundation, and he was specifically
asked to clear up whether the Madonna of Humility and the Christ on the
Cross were painted on the same panel. Pichetto’s notes indicate that he
determined that the support was one piece of wood, painted on both sides.
(Walker’s letter of October 1940 and Pichetto’s documentation are in NGA
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curatorial files.) It is unclear why Fern Rusk Shapley stated that the paintings
were executed on separate panels. See Fern Rusk Shapley, Paintings from
the Samuel H. Kress Collection: Italian Schools, XIlI-XV Century (London,
1966), 66, 67; Fern Rusk Shapley, Catalogue of the Italian Paintings, 2 vols.
(Washington, DC, 1979), 1:3—4. The painting was examined again in 1988,
2008, and 2011, and it was consistently determined to be one panel; see
report dated August 31, 1988, in NGA conservation files.

[2] Using x-ray fluorescence spectrometry (XRF), the NGA scientific research
department analyzed the gilding, and it was found to be silver (see
forthcoming report in NGA conservation files).

[3] This photo, probably taken sometime before the acquisition of the painting
by Samuel H. Kress in 1927 (see Provenance), belonged to Roberto Longhi
and is now in the archive of the Fondazione Roberto Longhi in Florence.

[4] During his 1940 examination of the painting, Pichetto removed the modern
engaged frame and made sketches of the placement of the image on its
wooden support, indicating also the pieces of new wood added to the panel
in the upper corners (see NGA curatorial files).

[5] Infrared reflectography was performed using a Hamamatsu ¢/1000-03
Vidicon camera.

PROVENANCE

Private collection, Italy, c. 1920.[1] (Alessandro Contini, Rome [from 1930, Count
Alessandro Contini-Bonacossi]); sold October 1927 to Samuel H. Kress [1863-1955],
New York;[2] transferred 1929 to the Samuel H. Kress Foundation, New York; gift
1939 to NGA. [1] In his expertise dated 8 August 1934, commissioned from him by
the Samuel H. Kress Foundation (copy in the NGA curatorial files), F. Mason Perkins
states that he had seen the painting for the first time in an Italian private collection
fifteen years earlier. [2] The bill of sale for sculpture, maiolica, furniture, antique
velvet, and several paintings, including a "Madonna and Child by Lippo
Memmi...given to Donato Martini by some experts," is dated 5 October 1927 (copy

in NGA curatorial files).
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Andrea di Bartolo
Sienese, active from 1389 - died 1428

The Nativity of the Virgin

tempera on poplar panel

painted surface: 44.2 x 32.5 cm (17 3/8 x 12 13/16 in.)
overall: 46.7 x 33.9 x 0.6 cm (18 3/8 x 13 3/8 x 1/4 in.)
framed: 48.3 x36.8 x4.1cm (19 x 14 1/2 x 15/8 in.)
Samuel H. Kress Collection 1939.1.42

ENTRY

The three panels in the National Gallery of Art collection (this work, Joachim and
Anna Giving Food to the Poor and Offerings to the Temple, and The Presentation
of the Virgin in the Temple) form part of a larger series of scenes from the
childhood of Mary, of which a fourth component is also known: Joachim Leaving
Jerusalem now in the Keresztény Mlzeum at Esztergom in Hungary [fig. 1.[1] Since
two of the episodes, Joachim and Anna Giving Food to the Poor and Offerings to
the Temple and Joachim Leaving Jerusalem, are seldom found represented in art,
there are good reasons to assume that the sequence would have originally
comprised at least four other, more commonly illustrated scenes, namely, the
Expulsion of Joachim from the Temple, the Annunciation to Joachim (and/or to
Anna), the Meeting at the Golden Gate, and the Betrothal of the Virgin.[2] These
(and possibly other) scenes would have accompanied a central image of the
Madonna and Child,[3] or of Saint Anne with the Madonna and Child,[4] a
Coronation of the Virgin,[5] or a theme such as the Annunciation or Pentecost.[6] It
is difficult, therefore, to reconstruct the dismembered and dispersed altarpiece of
which our three panels would have formed part, also because we do not know
exactly how the surviving scenes from the life of the Virgin were related to the
main image of the altarpiece. The fact that the grain of the wooden support is
vertical would seem to exclude the proposition that they are fragments of a
predella,[7] and the hypothesis advanced in the past, that our panels could be
fragments of a reliquary cupboard, seems to have no foundation.[8] They could
have been fragments of a vita-icon type panel, with a whole-length figure of the

Madonna and Child flanked by a vertically arranged series of scenes of her life.[9]
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Such an image, however, would appear decidedly old-fashioned in Siena after the
mid-fourteenth century. A more likely alternative format is suggested by the cases
in which Sienese painters of the late fourteenth century, such as Taddeo di Bartolo
or Andrea di Bartolo himself,[10] produced paintings in a form similar to thirteenth-
century dossals, with a large-scale representation at the center, flanked by
narrative scenes in two superimposed orders [fig. 2] (see also Reconstruction). A
round-arched termination, enriched on the inside with cusped moldings, would be
very appropriate for this kind of altarpiece. In Siena in this period, and in Tuscany in
general, the wood grain of the support in a vertical panel is invariably aligned
vertically, and in a horizontal panel horizontally. It cannot be excluded, of course,
that the painting was realized during the artist’s stay in Venice or in the Marche
and not in Siena, as Laurence Kanter, in correspondence, suggests. He points out
that carpentry practice in the Venetian territories frequently aligned panels parallel
to the shorter axis, so in the case of a horizontal altarpiece the wood grain would
run vertically.[11] He further notes that the incised profiles of the original frame
moldings on our panels argue for a Venetian provenance. In Tuscany, engaged
frames were applied before the panels were gessoed or gilt. In Venice, they were
added afterward, and their profiles are often found inscribed on the picture surface

as a guide to the painter.

The scenes from the life of the Virgin painted by Andrea are based on an
apocryphal text called De Ortu Beatae Mariae et Infantia Salvatoris, attributed to
the evangelist Matthew. Later sources enriched this narrative with additional
episodes. According to the legend, the marriage of Joachim (father of the Virgin
Mary) and Anna remained childless for many years, a state that was interpreted by
the high priest of the temple in Jerusalem as punishment for grave sins. Therefore,
Joachim’s offering of a sacrificial lamb was rejected, and he was expelled from the
temple. The scene represented in this work is usually identified as Joachim and the
Beggars but refers instead to a previous episode in the life of Mary’s parents. A
version of the legend, evidently familiar in Tuscany, recounts that Joachim and
Anna lived in a particularly charitable way, dividing all their worldly goods into
three parts: a third was allocated to the poor, another third to the temple, and only
a third was kept for their own needs.[12] In the panel at the Gallery, we see, to the
left, Joachim distributing loaves of bread to the poor, while his wife is presiding
over the delivery of sacks of grain to the temple, where a priest receives them. This
episode would have been followed by the lost scene of the priest’s rejection of the
offering of a sacrificial animal and the Expulsion from the Temple, the premise for

Joachim’s Abandonment of the City, which is described in the painting now in
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Esztergom.

At this point in the sequence, other episodes usually illustrated in cycles of the
childhood of Mary are likely to have followed: namely, the Angel’s Annunciation of
the Birth of Mary both to Joachim and to Anna, and the Return of Joachim to the
City, linked with the Meeting of Husband and Wife at the Golden Gate. In the
following scene of the Nativity of the Virgin, Andrea faithfully followed the model
proposed by his father, Bartolo di Fredi, in the cycle of frescoes in the church of
Sant’Agostino at San Gimignano and elsewhere:[13] in the foreground at the center
we see a young woman seated on the ground, supporting with one arm the
newborn child who stands on her lap, back turned to the viewer, while another
woman, also crouched on the ground, is gesturing with both hands towards the
child, as if inviting the baby girl to come to her arms. Further in the background we
see two standing women: one is just entering the room through a door in the rear
wall, bearing a bowl of food in her hands; the other is pouring water into a basin for
the child’s mother to wash her hands. Anna is shown reclining on the skillfully
foreshortened bed to the right, its curtain drawn back. On the other side of the
scene, Joachim and another elderly man are seated in a barrel-vaulted loggia
adjacent to the room of the childbirth, awaiting news of the event. The following
scene, The Presentation of the Virgin in the Temple, also resembles the
corresponding fresco by Bartolo in San Gimignano,[14] but in this case both
paintings reveal the influence of a celebrated prototype frescoed by Pietro and
Ambrogio Lorenzetti on the facade of the Ospedale della Scala in Siena.[15] The
scene represents the episode of the three-year-old Mary being taken by her
parents to the temple; the child spontaneously ascends the flight of steps to the
temple, where she would reside until the age of fourteen. By painting the temple at
an angle to the picture plane, displaced to the right side of the composition,
Andrea seems, however, more faithful to his father’s more dynamic and “modern”

composition than to the Lorenzettian model.

After initial attempts to attribute the three panels to Bartolo di Fredi,[16] art
historians in general accepted them (and also the fourth now in Esztergom) as the
work of Andrea.[17] The generally accepted date for them is c. 1400 or shortly
thereafter.[18] A proposal to insert them into the catalog of Giorgio di Andrea[19]
has found no acceptance in the literature. G. Fattorini described the three
Washington panels as akin to the Adoration of the Magi in the Salini collection
(Castello di Gallico, near Asciano, Siena), which he dated to the first decade of the

fifteenth century.[20]
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From a stylistic point of view, the scenes from the childhood of Mary can be
compared with such paintings as the six stories of Saint Galgano now divided
between the Museo Nazionale in Pisa and the National Gallery in Dublin (these,
too, most likely originated as parts of a panel in the form of a dossal);[21] various
portable triptychs in the museums of Altenburg,[22] Philadelphia,[23] Prague,[24]
and Siena;[25] or the paintings on a casket in the Palazzo Pubblico in Siena.[26]
Unfortunately, none of these paintings is securely dated. Since the only
documented works of the painter have been lost, the one secure point of
reference for the chronology of his career remains the fragmentary polyptych in
the Church of the Osservanza at Siena, dated 1413.[27] The lack of other secure
points of reference explains why the chronological reconstruction of Andrea’s
works remains so beset by uncertainty. For example, his signed Assumption of the
Virgin (Virginia Museum of Fine Arts, Richmond) sometimes is considered to
belong to his early period, and sometimes to his full maturity.[28] Some clues for a
reconstruction of the artist’s career can, | believe, be deduced from the miniatures
painted by Andrea for the choir-books of the Eremo di Lecceto near Siena,
probably during the 1390s.[29] The strong compositional simplification and
charged color of these miniatures reveal significant affinities with the scenes from
the life of the Virgin being discussed here, and thus seem to confirm that they

belong to a relatively precocious phase in Andrea’s career.

Comparisons of the Gallery’s panels with the figures of saints in the Church of the
Osservanza in Siena (1413), on the other hand, show that the latter belong to a
more advanced phase in the artist’s career. Some lateral panels of polyptychs,
such as that in Tuscania Cathedral, of which the predella has also survived, are
easier to compare with the Osservanza saints. In contrast to the tall and slender
saints of the Osservanza, who wear draperies furrowed by long, close-set, sharply
undercut folds, those of Tuscania are more robust in physique and more placid in
expression; their statuesque figures seem to indicate an earlier date of execution,
somewhat closer in style to the group of miniatures Andrea probably realized in
the last decade of the fourteenth century.[30] If this conclusion is correct, and if
therefore the crowded scenes thronged with corpulent and largely immobile
figures in the predella in Tuscania testify to Andrea’s art around 1405-1410, it
seems reasonable to propose a dating to the very first years of the Quattrocento
for the Gallery’s scenes from the life of the Virgin. The compositions in these
panels are reduced to essentials, and no signs are yet visible either of the more

spacious layout of the scenes or of the greater liveliness of the figures that can be
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seen in the stories of Christ in the now dispersed predella that should probably be
connected with the Assumption in Richmond and in other altarpieces reasonably

considered later than the Osservanza saints.[31]

The closest stylistic affinities of the Gallery’s panels therefore are with works
whose figures are more robust and more sedate in character. Paintings that fall into
this category—apart from the polyptych in Buonconvento and the altarpiece now in
the museum in Murano, both datable to the last decade of the fourteenth century—
include the fragment with the Virgin Annunciate formerly in the Minneapolis
Institute of Arts and the fragmentary Saint Michael Archangel in the Pinacoteca
Nazionale in Siena (no. 63), for both of which Laurence Kanter (1986) proposed a
provenance from the same altarpiece of which the Gallery’s panels originally
formed a part.[32] Apparently, during these years—that is, the first fifteen years of
the fifteenth century—Andrea especially painted small-scale works for private
devotion, such as the abovementioned portable triptych no. 133 in the Pinacoteca
of Siena; this resembles our scenes from the life of Mary not only in the proportions
and physiognomic types of the figures but also in its peculiar compositional
devices.[33] In another triptych datable to this period, that of the Lindenau-Museum
in Altenburg, the cloak of the young female saint of the left leaf is closely
comparable with that of the majestic Saint Anne of The Presentation of the Virgin
to the Temple. Another comparable work [34] is the Adoration of the Magi now in
the Salini collection, which recalls the Washington panels both in the statuesque

pose of its figures and in the characteristics of its architectural backdrop.[35]
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COMPARATIVE FIGURES

fig. 1 Andrea di Bartolo, Joachim Leaving Jerusalem, c.

1400/1405, tempera on panel, Keresztény Midzeum,
Esztergom, Hungary

fig. 2 Reconstruction of a dispersed altarpiece by Andrea
di Bartolo (color images are NGA objects): a. Joachim and
Anna Giving Food to the Poor and Offerings to the
Temple; b. Expulsion of Joachim (?), lost; c. Joachim
Leaving Jerusalem (fig. 1); d. Annunciation of the Birth of
Mary (?), lost; e. Lost; f. Meeting at Porta Aurea (?), lost; g.
The Nativity of the Virgin; h. The Presentation of the Virgin
in the Temple; i. Marriage of the Virgin (?), lost

The Nativity of the Virgin
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RECONSTRUCTION

Click on any panel in the altarpiece reconstruction below to see an enlarged version of the image. Color reproductions in the
reconstruction indicate panels in the National Gallery of Art collection.

Reconstruction of a dispersed altarpiece by Andrea di Bartolo:

a. Joachim and Anna Giving Food to the Poor and Offerings to the Temple
b. Expulsion of Joachim (?), lost

c. Joachim Leaving Jerusalem (Entry fig. 1)

d. Annunciation of the Birth of Mary (?), lost

e. Lost

f. Meeting at Porta Aurea (?), lost

g. The Nativity of the Virgin

h. The Presentation of the Virgin in the Temple

i. Marriage of the Virgin (?), lost

NOTES

[1 No.55.148; 46 x 34 cm. The painting, its provenance unknown, was
purchased by Cardinal Jdnos Simor, perhaps in Rome, for the museum in
Esztergom between 1867 and 1878; see Miklés Boskovits et al., Christian Art
in Hungary: Collections from the Esztergom Christian Museum (Budapest,
1965), 52. Its original gold ground was evidently removed at an early date,
and it, like the Washington panels, was regilded during a nineteenth-century

The Nativity of the Virgin
© National Gallery of Art, Washington

78



National Gallery of Art

(® NATIONAL GALLERY OF ART ONLINE EDITIONS
Italian Thirteenth and Fourteenth Century Paintings

(8l

[10]

restoration.

On the role of Joachim in Italian cycles of the childhood of Mary, cf.
Jacqueline Lafontaine-Dosogne, Iconographie de I'enfance de la Vierge
dans 'Empire byzantin et en Occident, 2 vols. (Bruxelles, 1964-1965),
2:154-159; Gertrud Schiller, lkonographie der christlichen Kunst, 6 vols.
(Gltersloh, 1966-1990), 4, pt. 2: 38—-54.

As an example we may cite the vita-icon, name piece of the Master of San
Martino in the Museo Nazionale in Pisa, in which the main image at the
center is flanked on either side by six superimposed stories from the life of
the Virgin. See Enzo Carli, Il Museo di Pisa (Pisa, 1974), 41-43 and fig. 48.

Cf. the retable of Bernat de Puig in the Museu Nacional d’Art de Catalunya,
Barcelona, repro. in Josep Gudiol and Santiago Alcolea i Blanch, Pintura
gotica catalana (Barcelona, 1986), fig. 57.

As in the polyptych commissioned from Bartolo di Fredi for the church of
San Francesco at Montalcino; cf. Gaudenz Freuler, Bartolo di Fredi Cini: Ein
Beitrag zur sienesischen Malerei des 14. Jahrhunderts (Disentis, 1994),
188-221.

The Annunciation is placed at the center of an illuminated page with scenes
from the childhood of Mary, executed by the Bedford Master, in a Book of
Hours in the Oesterreichisches Nationalbibliothek in Vienna, cod. 1855;
Gertrud Schiller, lkonographie der christlichen Kunst, 6 vols. (Giitersloh,
1966-1990), 4, pt. 2: pl. 467. The scene of Pentecost occupies a central
position in the cycle of frescoes by the young Bartolo di Fredi in the church
of Sant’Agostino at San Gimignano. See Gaudenz Freuler, Bartolo di Fredi
Cini: Ein Beitrag zur sienesischen Malerei des 14. Jahrhunderts (Disentis,
1994), 32—-45.

On the structural characteristics of the predella in late medieval altarpieces
in Tuscany, see Monika Cammerer-George, Die Rahmung der toskanischen
Altarbilder im Trecento (Strasbourg, 1966), 9394; Christoph Merzenich, Vom
Schreinerwerk zum Gemdlde: Florentiner Altarwerke der ersten Hdilfte des
Quattrocento (Berlin, 2001), 55.

Cesare Brandi formulated this hypothesis, and various scholars accepted it,
in Cesare Brandi, Quattrocentisti senesi (Milan, 1949), 243.

Joanna Dunn of the National Gallery of Art conservation department tells
me that, judging from the cracks lining up, it seems a “strong possibility” that
The Nativity of the Virgin was placed above The Presentation of the Virgin
in the Temple. However, the x-radiographs do not show the wood grain
clearly enough to prove this.

On the typology of vita-icon in Tuscany, see Victor M. Schmidt, “Tipologie e
funzioni della pittura senese su tavola,” in Duccio: Siena fra tradizione
bizantina e mondo gotico, ed. Alessandro Bagnoli et al. (Cinisello Balsamo,
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(1]

(12]

(13]

Milan, 2003), 541-544; Rita Sauer, “... so be ye holy in all manner of
conversation’: The Vita Retable,” in Kult Bild: Das Altar- und Andachtsbild
von Duccio bis Perugino (Petersberg, 2006), 131-176. For vita-icons with
horizontally arranged scenes, see Taddeo di Bartolo’s panel San
Geminianus Enthroned and Eight Stories of His Legend, or Andrea di
Bartolo’s panel with the Crucifixion at the center and eight scenes from the
life of Christ and of saints to the sides, formerly in the Stoclet collection in
Brussels. Cf. Raimond van Marle, The Development of the Italian Schools of
Painting, vol. 2, The Sienese School of the 14th Century (The Hague, 1924),
fig. 354; Pierre Bautier, “| primitivi italiani della collezione Stoclet a
Bruxelles,” Cronache d’arte 4 (1927): 315 and fig. 6.

Taddeo di Bartolo’s San Geminianus dossal (see note 10 above) has been
transferred to a modern panel support with a vertical wood grain and so
cannot be adduced for comparison.

The narrative of the Pseudo-Matthew was supplemented with other
episodes by a German priest named Wernher in the mid-twelfth century. His
Driv liet von der maget (Three Books on the Virgin) is the first source to
mention the story of the division of Joachim’s worldly goods for charitable
purposes; see Gertrud Schiller, lkonographie der christlichen Kunst, 6 vols.
(Gutersloh, 1966-1990), 4, pt. 2: 54-55; W.J. Hoffman, “Wernher,” in
Marienlexikon, ed. Remigius Baumer and Leo Scheffczyk, 6 vols. (St.
Ottilien, 1994), 6:716—717.

The scene frescoed by Bartolo in Sant’Agostino at San Gimignano was
repeated with small variations by the same painter in the predella fragment,
part of the altarpiece commissioned from Bartolo for the church of San
Francesco at Montalcino and now in the local Museo Civico. See Gaudenz
Freuler, Bartolo di Fredi Cini: Ein Beitrag zur sienesischen Malerei des 14.
Jahrhunderts (Disentis, 1994), figs. 34, 37. The young Andrea probably
collaborated in the execution of this part of the Montalcino altarpiece.

Reproduced in Gaudenz Freuler, Bartolo di Fredi Cini: Ein Beitrag zur
sienesischen Malerei des 14. Jahrhunderts (Disentis, 1994), fig. 27.

This lost cycle on the facade of the Ospedale della Scala is now known only
from descriptions in the sources. Various scholars have proposed the
involvement in it not only of the Lorenzetti brothers but also of Simone
Martini (Sienese, active from 1315; died 1344); cf. Daniela Gallavotti
Cavallero, “Pietro, Ambrogio e Simone, 1335, e una questione di affreschi
perduti,” Prospettiva 48 (1987): 69—74, and for a recent summary of the
status questionis, see Wolfgang Loseries, in Maestri senesi e toscani nel
Lindenau—Museum di Altenburg, ed. Miklés Boskovits and Johannes Tripps
(Siena, 2008), 130 n. 17.
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[16]

(18]

(19]

In manuscript expertises (some of them dated 1934), Giuseppe Fiocco,
Raimond van Marle, Osvald Sirén, Wilhelm Suida, and Adolfo Venturi all
proposed an attribution of the three panels to Bartolo di Fredi. According to
the manuscript opinion of F. Mason Perkins, however, the panels were
attributable not to Bartolo himself but to an “exceptionally close and as yet
unidentified pupil.” See Fern Rusk Shapley, Catalogue of the Italian
Paintings, 2 vols. (Washington, DC, 1979), 1:4, and copies of the expertises in
NGA curatorial files.

Roberto Longhi made the attribution to Andrea di Bartolo in an undated
expertise most likely written in 1934, like the others cited in the previous
note; see Fern Rusk Shapley, Catalogue of the Italian Paintings, 2 vols.
(Washington, DC, 1979), 1:4. Bernard Berenson endorsed this proposal (in an
autograph annotation written on the back of a photograph of The Nativity),
though with the specification “in great part.” Copies in NGA curatorial files.

The dating “c. 1400” already appeared in the entry relating to the three
panels in the National Gallery of Art, Preliminary Catalogue of Paintings and
Sculpture (Washington, DC, 1941), 3, and was confirmed in the various
successive catalogs of the Gallery, as well as by Fern Rusk Shapley,
Paintings from the Samuel H. Kress Collection: Italian Schools, xiii-xv
Century (London, 1966), 65—66; Enzo Carli, / pittori senesi (Siena, 1971), 138;
Enzo Carli, La pittura senese del Trecento (Milan, 1981), 238; Giulietta
Chelazzi Dini, in Il gotico a Siena: Miniature, pitture, oreficerie, oggetti d’arte
(Florence, 1982), 317; Valentina Maderna, ed., Il polittico di Andrea di Bartolo
a Brera restaurato (Florence, 1986), 17; and Philippe Lorentz, “De Sienne a
Strasbourg: Posterité d’'une composition d’Ambrogio Lorenzetti, la Nativité
de la Vierge de I’'Hopital Santa Maria della Scala a Sienne,” in Hommage a
Michel Laclotte: Etudes sur la peinture du Moyen Age et de la Renaissance
(Paris, 1994), 125 repro., 126, 127, 130-131 n. 45. Miklés Boskovits, Early
Italian Panel Paintings (Budapest, 1966), 40; Andras Mucsi, Katalog der
Alten Gemaldegalerie des Christlichen Museums zu Esztergom (Budapest,
1975), 42; Eberhard Kasten, “Andrea di Bartolo,” in Allgemeines
Kiinstlerlexikon: Die bildenden Kiinstler aller Zeiten und Vélker, ed. Glinter
Meikner (Munich, 1992), 3:512, 514, proposed, instead, a less specific date
for the three panels in the first decade of the fifteenth century.

Laurence B. Kanter, “Giorgio di Andrea di Bartolo,” Arte cristiana 74 (1986):
22. Corrado Fratini rejected this rather audacious attribution in Pinacoteca
comunale di Citta di Castello, vol. 1, Dipinti, Catalogo regionale dei beni
culturali dell’'Umbria, ed. Francesco Federico Mancini (Perugia, 1987), 143—
144, see also Elisabetta Avanzati, in La Sede storica del Monte dei Paschi di
Siena: Vicende costruttive e opere d’arte, ed. Francesco Gurrieri and
Luciano Bellosi (Florence, 1988), 276—280; Michel Laclotte and Esther
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[21]

[22

[25

[28

-

—

]

—_

Moench, Peinture italienne: Musée du Petit Palais, Avignon (Paris, 2005),
56; and Andrea De Marchi, in Pinacoteca Nazionale di Bologna, catalogo
generale, vol. 1, Dal Duecento a Francesco Francia, ed. Jadranka Bentini,
Gian Piero Cammarota, and Daniela Scaglietti Kelescian (Venice, 2004), 183
—-184.

According to G. Fattorini, in La collezione Salini: Dipinti, sculture e oreficerie
dei secoli XlI, Xlll, XIV e XV, ed. Luciano Bellosi, 2 vols. (Florence, 2009),
1:238, the painting was possibly decorated with the very same punches as
the Washington stories of the Virgin.

Enzo Carli, Il Museo di Pisa (Pisa, 1974), 61-62. Suggested dating: probably
before 1400.

Francesca Pasut, in Maestri senesi e toscani nel Lindenau—Museum di
Altenburg, ed. Miklés Boskovits and Johannes Tripps (Siena, 2008),
104-106, with dating c. 1395-1400.

No. JC Cat. 99; see Carl Brandon Strehlke, Italian Paintings, 1250-1450, in
the John G. Johnson Collection and the Philadelphia Museum of Art
(Philadelphia, 2004), 37-41. Suggested dating: c. 1394.

Nn. O11.919-011.921. See Olga Pujmanova, ltalienische Tafelbilder des
Trecento in der Nationalgalerie Prag (Berlin, 1984), no. 20. Suggested
dating: c. 1400.

No. 133; see Piero Torriti, La Pinacoteca Nazionale di Siena, vol. 1, | dipinti
dal xii al xv secolo (Genoa, 1977), 203, with dating to the early years of the
fifteenth century.

Alessandro Cecchi, in Il gotico a Siena: Miniature, pitture, oreficerie, oggetti
d’arte (Florence, 1982), 328-331, with dating to c. 1400-1410.

See Raimond van Marle, The Development of the Italian Schools of
Painting, vol. 2, The Sienese School of the 14th Century (The Hague, 1924),
576, and Antonio Vannini, L’Osservanza di Siena: Guida artistica della
chiesa e del convento di San Bernardino all’Osservanza (Siena, 2004),
40-41.

Hendrik W. van Os, “Andrea di Bartolo’s Assumption of the Virgin,” Arts in
Virginia 2 (1971): 5, dated the painting now in Richmond (no. 54.11.3; 230.2 x
85 cm) “in the seventies” of the fourteenth century. Gaudenz Freuler,
“Andrea di Bartolo, Fra Tommaso d’Antonio Cafarini, and Sienese
Dominicans in Venice,” The Art Bulletin 69 (1987): 584, pushed its date
forward to the latter years of the century, given that Ser Palamedes, in
whose memory the painting was commissioned, was still alive in 1394. Art
historians in general, however, have continued to regard the panel as a
youthful work of the artist. See Elisabetta Avanzati, in La Sede storica del
Monte dei Paschi di Siena: Vicende costruttive e opere d’arte, ed.
Francesco Gurrieri and Luciano Bellosi (Florence, 1988), 282; Carl Brandon
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(29]

(31

Strehlke, Italian Paintings, 1250-1450, in the John G. Johnson Collection
and the Philadelphia Museum of Art (Philadelphia, 2004), 27. The present
writer has long maintained (and still believes) that Andrea di Bartolo’s stories
of Christ, divided between the museums of Toledo in Ohio, Bologna, and
private collections, probably belong to the Richmond Assumption. It is
generally recognized as a work of the artist’s full maturity; cf. Andrea De
Marchi, in Pinacoteca Nazionale di Bologna, catalogo generale, vol. 1, Dal
Duecento a Francesco Francia, ed. Jadranka Bentini, Gian Piero
Cammarota, and Daniela Scaglietti Kelescian (Venice, 2004), 183—-184, with a
suggested dating of c. 1420. The common origin of the dispersed predella
and the Richmond panel is suggested both by their stylistic character and
their size. The width of the panel with the Assumption (measuring 230.2 x
85 cm) matches that of the Toledo Crucifixion (50 x 84.3 cm) that would in
origin have been placed below it, at the center of the predella. See Miklés
Boskovits and Serena Padovani, The Thyssen-Bornemisza Collection: Early
Italian Painting 1290-1470 (London, 1990), 21.

The miniatures of antiphonary H.1.7 now in the Biblioteca Comunale of Siena
are dated c. 1400; cf. Giulietta Chelazzi Dini, in Il gotico a Siena: Miniature,
pitture, oreficerie, oggetti d’arte (Florence, 1952), 320-321; Gaudenz
Freuler, “La miniatura senese degli anni 1370-1420,” in La miniatura senese
1270-1420, ed. Cristina De Benedictis (Milan, 2002), 182-186. The
illuminations of a missal, G.IlIl.7 in the same library, are at least in part
probably attributable to Andrea in a slightly earlier phase, as Chelazzi Dini
proposed in Il gotico a Siena: Miniature, pitture, oreficerie, oggetti d’arte
(Florence, 1982), 317-318.

On the Tuscania polyptych, cf. Luisa Mortari, in La pittura viterbese dal xiv al
xvi secolo: Catalogo delle opere, ed. Italo Faldi and Luisa Mortari (Viterbo,
1954), 29-30, and Laurence B. Kanter, “Giorgio di Andrea di Bartolo,” Arte
cristiana 74 (1986): 17-24. Kanter’s proposed reconstruction of the
altarpiece, and his addition to it of components now situated elsewhere,
seems correct, but it is difficult to share his attribution of it to Giorgio
d’Andrea or his dating to the 1420s. This date, formerly accepted also by the
present writer, now seems to me too late and should, | believe, be modified
to 1405-1410; cf. Miklés Boskovits and Serena Padovani, The Thyssen-
Bornemisza Collection: Early Italian Painting 1290-1470 (London, 1990), 21.
Gabriele Fattorini came to similar conclusions concerning the date of the
Tuscania polyptych in La collezione Salini: Dipinti, sculture e oreficerie dei
secoli Xll, Xlll, XIV e XV, ed. Luciano Bellosi, 2 vols. (Florence, 2009), 1:242—
249.

Apart from polyptych no. 220 of the Pinacoteca in Siena, generally
considered a late work of Andrea, | refer to the polyptych in Sant’Angelo in
Vado, now divided between the Pinacoteca di Brera in Milan and the
Galleria Nazionale in Urbino, and the dispersed predella reconstructed
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[32

—

(33]

(34]

[35]

around the Crucifixion no. 12.6 in the Metropolitan Museum of Art, New
York. For these paintings, see Piero Torriti, La Pinacoteca Nazionale di
Siena, vol. 1, I dipinti dal Xl al XV secolo (Genoa, 1977), 207; Valentina
Maderna, “ll polittico di Andrea di Bartolo a Brera,” in /I polittico di Andrea di
Bartolo a Brera restaurato, ed. Valentina Maderna (Florence, 1986), 9-15;
Federico Zeri, in Federico Zeri and Elizabeth E. Gardner, ltalian Paintings:
Sienese and Central Italian Schools; A Catalogue of the Collection of the
Metropolitan Museum of Art (New York, 1980), 1-2; and Miklés Boskovits
and Serena Padovani, The Thyssen-Bornemisza Collection: Early Italian
Painting 1290-1470 (London, 1990), 16—21. In my discussion of this predella
in 1990, | wrongly connected it with two lateral panels of paired saints from
a dispersed triptych, now in a private collection. These panels, Saints Louis
of Toulouse and John the Baptist and John the Evangelist and Francis, now
seem to me relatively early works of the artist, probably datable to the first
decade of the fifteenth century, whereas the predella | had placed in the
period c. 1415-1420 ought to be closer in date to the latter end of this
spectrum.

Laurence B. Kanter, “Giorgio di Andrea di Bartolo,” Arte cristiana 74 (1986):
22-24. The Minneapolis fragment was deaccessioned, and its present
whereabouts are unknown to me. For the fragment no. 63 in the Pinacoteca
Nazionale in Siena, cf. Piero Torriti, La Pinacoteca Nazionale di Siena, vol. 1,
I dipinti dal Xl al XV secolo (Genoa, 1977), 205.

The somewhat naive compositional device proposed by the painter in the
Nativity of the central panel of the triptych in Siena, namely that of
displacing sharply to the left the little tree in the background to avoid its
branches being concealed by the cusped border of the frame, recalls the
improbable displacement—for the same reason—of the dome to the left
margin of the temple in Presentation of the Virgin in the Temple and
Joachim and Anna Giving Food to the Poor and Offerings to the Temple in
the National Gallery of Art.

We may further recall as works exemplifying Andrea’s phase at the turn of
the century a portable triptych in the Brooklyn Museum in New York, no. 34.
839; see Carl Brandon Strehlke, ltalian Paintings, 1250-1450, in the John G.
Johnson Collection and the Philadelphia Museum of Art (Philadelphia,
2004), 41, and the little panels with saints, formerly belonging to the
museums in Altenburg, Oslo, Oxford, and in private collections; see
Francesca Pasut, in Maestri senesi e toscani nel Lindenau—Museum di
Altenburg, ed. Miklés Boskovits and Johannes Tripps (Siena, 2008), 107-111.

Gold Backs: 1250-1480 (Turin, 1996), 122, 124; Gabriele Fattorini, in La
collezione Salini: Dipinti, sculture e oreficerie dei secoli Xll, Xlll, XIV e XV,
ed. Luciano Bellosi, 2 vols. (Florence, 2009), 1:236—-249. The painting, cut on
all sides, measures 25.5 x 21 cm. The fragment at first sight might also seem
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the companion panel of these in the Gallery, but its original size must have
been slightly smaller than that of the Washington panels.

TECHNICAL SUMMARY

This painting, along with its companions The Presentation of the Virgin in the
Temple and Joachim and Anna Giving Food to the Poor and Offerings to the
Temple, was executed on a single-member poplar panel with vertical grain.[1] The
edges of the three panels probably were cropped slightly. Wooden strips
measuring 0.6—0.8 cm wide have been attached to the edges along all four sides
of each painting. The x-radiographs show three round marks along the bottom of
The Presentation and The Nativity, which may be the sites of old holes from nails

that attached a horizontal batten.

The paintings most likely were executed on a gesso ground. The x-radiographs of
The Presentation suggest the presence of a fabric interlayer beneath the ground,
but such a layer is not evident in the x-radiographs of the other two paintings.
Infrared reflectography (Vidicon)[2] proves the presence of extensive
underdrawing, particularly in the draperies of the figures and the placement of the
architectural forms. Incised lines were used, on the other hand, to delineate the
main contours of the figures, of architectural details, and of the original frame, now

lost, against the gold.

Stephen Pichetto thinned and cradled the panels shortly after their acquisition by
Samuel H. Kress in 1930.[3] X-radiographs made prior to the attachment of the
cradles show extensive worm damage, as well as structural damage in the form of
a large crack in the central area of each panel. A large knot may have caused the
vertical split in The Presentation. The cracks of The Presentation and The Nativity
line up, if the latter is positioned above the former. However, this could be purely
coincidental and may not relate to the original positions of the panels. The painted
surface contains only very small losses, but all panels have been generously
retouched and partially regilded. The inpainting is disturbing, especially in the
faces of the three figures at the center of The Nativity. The frames are modern.
Photographs made at the time of the paintings’ donation to the National Gallery of
Art show the panels unframed. A note in the Gallery’s curatorial files mentions their
reframing in 1944. Before this intervention the spandrels originally covered by the

frame had been regilded and appear as such in the photos published in the 1941
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catalog of the Gallery.[4] The cusped inner molding of the present frames follows
approximately the incised lines for the original framing. Pichetto removed
discolored varnish and inpaint during his 1930 treatment of the paintings. In 1955

Mario Modestini again treated The Nativity and Joachim and Anna.[5]

TECHNICAL NOTES

[1 The NGA scientific research department identified the wood using optical
microscopy (see report dated September 15, 1988, in NGA conservation
files).

[2] Infrared reflectography was performed using a Hamamatsu ¢/1000-03
Vidicon camera.

[3] Fern Rusk Shapley, Catalogue of the Italian Paintings, 2 vols. (Washington,
DC, 1979), 1:4.

[4] Reproduced still unframed in Cesare Brandi, Quattrocentisti senesi (Milan,
1949), pl. 9; National Gallery of Art, Paintings and Sculpture from the Samuel
H. Kress Collection (Washington, DC, 1959), 36. However, The Presentation
and The Nativity are reproduced with their modern frame in George
Ferguson, Signs and Symbols in Christian Art, 2nd ed. (New York, 1955),
pl. 21.

[5] Fern Rusk Shapley, Catalogue of the Italian Paintings, 2 vols. (Washington,
DC, 1979), 1:4. Kress Foundation records (copies in NGA curatorial files)
mention only that Modestini “revived color under white stains...and applied
protective coat.”

PROVENANCE

This panel, along with NGA 1939.1.41 and 1939.1.43, are stated to have come from
the collection of a contessa Giustiniani, Genoa;[1] (Count Alessandro Contini-
Bonacossi, Rome); sold July 1930 to the Samuel H. Kress Foundation, New York;[2]
gift 1939 to NGA. [1] See the bill of sale described in note 2. No documented
collection of the conti Giustiniani at Genoa seems to have existed, at least in the
early years of the twentieth century. The works that Elisabeth Gardner (A
Bibliographical Repertory of Italian Private Collections, ed. Chiara Ceschi and

Katharine Baetjer, 4 vols., Vicenza, 1998-2011: 2(2002):183) cites as formerly the
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property of the contessa Giustiniani almost all seem to have been purchased on
the art market shortly before 1930, when Contini Bonacossi sold them to Samuel H.
Kress. The contessa is thus more likely to have been a dealer, or agent, than a
collector. See also Miklés Boskovits and David Alan Brown, ltalian Paintings of the
Fifteenth Century, National Gallery of Art Systematic Catalogue, Washington and
New York, 2003: 616 n. 3. [2] The painting is included on a bill of sale dated 15 July
1930 that included eight paintings from the Giustiniani collection (copy in NGA

curatorial files).
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Andrea di Bartolo
Sienese, active from 1389 - died 1428

The Presentation of the
Virgin in the Temple

c. 1400/1405

tempera on poplar panel

painted surface: 44 x 32.3 cm (17 5/16 x 12 11/16 in.)
overall: 45.7 x 33.8 x 0.6 cm (18 x 13 5/16 x 1/4 in.)

framed: 48.2 x36.8 x 4.1cm (19 x 14 1/2 x15/8 in.)
Samuel H. Kress Collection 1939.1.41

ENTRY

The three panels in the National Gallery of Art collection (this work, Joachim and
Anna Giving Food to the Poor and Offerings to the Temple, and The Nativity of the
Virgin) form part of a larger series of scenes from the childhood of Mary, of which a
fourth component is also known: Joachim Leaving Jerusalem now in the
Keresztény Mlzeum at Esztergom in Hungary [fig. 1.[1] Since two of the episodes,
Joachim and Anna Giving Food to the Poor and Offerings to the Temple and
Joachim Leaving Jerusalem, are seldom found represented in art, there are good
reasons to assume that the sequence would have originally comprised at least four
other, more commonly illustrated scenes, namely, the Expulsion of Joachim from
the Temple, the Annunciation to Joachim (and/or to Anna), the Meeting at the
Golden Gate, and the Betrothal of the Virgin.[2] These (and possibly other) scenes
would have accompanied a central image of the Madonna and Child,[3] or of Saint
Anne with the Madonna and Child,[4] a Coronation of the Virgin,[5] or a theme such
as the Annunciation or Pentecost.[6] It is difficult, therefore, to reconstruct the
dismembered and dispersed altarpiece of which our three panels would have
formed part, also because we do not know exactly how the surviving scenes from
the life of the Virgin were related to the main image of the altarpiece. The fact that
the grain of the wooden support is vertical would seem to exclude the proposition
that they are fragments of a predella,[7] and the hypothesis advanced in the past,
that our panels could be fragments of a reliquary cupboard, seems to have no

foundation.[8] They could have been fragments of a vita-icon type panel, with a
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whole-length figure of the Madonna and Child flanked by a vertically arranged
series of scenes of her life.[9] Such an image, however, would appear decidedly
old-fashioned in Siena after the mid-fourteenth century. A more likely alternative
format is suggested by the cases in which Sienese painters of the late fourteenth
century, such as Taddeo di Bartolo or Andrea di Bartolo himself,[10] produced
paintings in a form similar to thirteenth-century dossals, with a large-scale
representation at the center, flanked by narrative scenes in two superimposed
orders [fig. 2] (see also Reconstruction). A round-arched termination, enriched on
the inside with cusped moldings, would be very appropriate for this kind of
altarpiece. In Siena in this period, and in Tuscany in general, the wood grain of the
support in a vertical panel is invariably aligned vertically, and in a horizontal panel
horizontally. It cannot be excluded, of course, that the painting was realized during
the artist’s stay in Venice or in the Marche and not in Siena, as Laurence Kanter, in
correspondence, suggests. He points out that carpentry practice in the Venetian
territories frequently aligned panels parallel to the shorter axis, so in the case of a
horizontal altarpiece the wood grain would run vertically.[11] He further notes that
the incised profiles of the original frame moldings on our panels argue for a
Venetian provenance. In Tuscany, engaged frames were applied before the panels
were gessoed or gilt. In Venice, they were added afterward, and their profiles are

often found inscribed on the picture surface as a guide to the painter.

The scenes from the life of the Virgin painted by Andrea are based on an
apocryphal text called De Ortu Beatae Mariae et Infantia Salvatoris, attributed to
the evangelist Matthew. Later sources enriched this narrative with additional
episodes. According to the legend, the marriage of Joachim (father of the Virgin
Mary) and Anna remained childless for many years, a state that was interpreted by
the high priest of the temple in Jerusalem as punishment for grave sins. Therefore,
Joachim’s offering of a sacrificial lamb was rejected, and he was expelled from the
temple. The scene represented in this work is usually identified as Joachim and the
Beggars but refers instead to a previous episode in the life of Mary’s parents. A
version of the legend, evidently familiar in Tuscany, recounts that Joachim and
Anna lived in a particularly charitable way, dividing all their worldly goods into
three parts: a third was allocated to the poor, another third to the temple, and only
a third was kept for their own needs.[12] In the panel at the Gallery, we see, to the
left, Joachim distributing loaves of bread to the poor, while his wife is presiding
over the delivery of sacks of grain to the temple, where a priest receives them. This
episode would have been followed by the lost scene of the priest’s rejection of the

offering of a sacrificial animal and the Expulsion from the Temple, the premise for
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Joachim’s Abandonment of the City, which is described in the painting now in

Esztergom.

At this point in the sequence, other episodes usually illustrated in cycles of the
childhood of Mary are likely to have followed: namely, the Angel’s Annunciation of
the Birth of Mary both to Joachim and to Anna, and the Return of Joachim to the
City, linked with the Meeting of Husband and Wife at the Golden Gate. In the
following scene of the Nativity of the Virgin, Andrea faithfully followed the model
proposed by his father, Bartolo di Fredi, in the cycle of frescoes in the church of
Sant’Agostino at San Gimignano and elsewhere:[13] in the foreground at the center
we see a young woman seated on the ground, supporting with one arm the
newborn child who stands on her lap, back turned to the viewer, while another
woman, also crouched on the ground, is gesturing with both hands towards the
child, as if inviting the baby girl to come to her arms. Further in the background we
see two standing women: one is just entering the room through a door in the rear
wall, bearing a bowl of food in her hands; the other is pouring water into a basin for
the child’s mother to wash her hands. Anna is shown reclining on the skillfully
foreshortened bed to the right, its curtain drawn back. On the other side of the
scene, Joachim and another elderly man are seated in a barrel-vaulted loggia
adjacent to the room of the childbirth, awaiting news of the event. The following
scene, The Presentation of the Virgin in the Temple, also resembles the
corresponding fresco by Bartolo in San Gimignano,[14] but in this case both
paintings reveal the influence of a celebrated prototype frescoed by Pietro and
Ambrogio Lorenzetti on the facade of the Ospedale della Scala in Siena.[15] The
scene represents the episode of the three-year-old Mary being taken by her
parents to the temple; the child spontaneously ascends the flight of steps to the
temple, where she would reside until the age of fourteen. By painting the temple at
an angle to the picture plane, displaced to the right side of the composition,
Andrea seems, however, more faithful to his father’'s more dynamic and “modern”

composition than to the Lorenzettian model.

After initial attempts to attribute the three panels to Bartolo di Fredi,[16] art
historians in general accepted them (and also the fourth now in Esztergom) as the
work of Andrea.[17] The generally accepted date for them is c. 1400 or shortly
thereafter.[18] A proposal to insert them into the catalog of Giorgio di Andrea[19]
has found no acceptance in the literature. G. Fattorini described the three
Washington panels as akin to the Adoration of the Magi in the Salini collection

(Castello di Gallico, near Asciano, Siena), which he dated to the first decade of the
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fifteenth century.[20]

From a stylistic point of view, the scenes from the childhood of Mary can be
compared with such paintings as the six stories of Saint Galgano now divided
between the Museo Nazionale in Pisa and the National Gallery in Dublin (these,
too, most likely originated as parts of a panel in the form of a dossal);[21] various
portable triptychs in the museums of Altenburg,[22] Philadelphia,[23] Prague,[24]
and Siena;[25] or the paintings on a casket in the Palazzo Pubblico in Siena.[26]
Unfortunately, none of these paintings is securely dated. Since the only
documented works of the painter have been lost, the one secure point of
reference for the chronology of his career remains the fragmentary polyptych in
the Church of the Osservanza at Siena, dated 1413.[27] The lack of other secure
points of reference explains why the chronological reconstruction of Andrea’s
works remains so beset by uncertainty. For example, his signed Assumption of the
Virgin (Virginia Museum of Fine Arts, Richmond) sometimes is considered to
belong to his early period, and sometimes to his full maturity.[28] Some clues for a
reconstruction of the artist’s career can, | believe, be deduced from the miniatures
painted by Andrea for the choir-books of the Eremo di Lecceto near Siena,
probably during the 1390s.[29] The strong compositional simplification and
charged color of these miniatures reveal significant affinities with the scenes from
the life of the Virgin being discussed here, and thus seem to confirm that they

belong to a relatively precocious phase in Andrea’s career.

Comparisons of the Gallery’s panels with the figures of saints in the Church of the
Osservanza in Siena (1413), on the other hand, show that the latter belong to a
more advanced phase in the artist’s career. Some lateral panels of polyptychs,
such as that in Tuscania Cathedral, of which the predella has also survived, are
easier to compare with the Osservanza saints. In contrast to the tall and slender
saints of the Osservanza, who wear draperies furrowed by long, close-set, sharply
undercut folds, those of Tuscania are more robust in physique and more placid in
expression; their statuesque figures seem to indicate an earlier date of execution,
somewhat closer in style to the group of miniatures Andrea probably realized in
the last decade of the fourteenth century.[30] If this conclusion is correct, and if
therefore the crowded scenes thronged with corpulent and largely immobile
figures in the predella in Tuscania testify to Andrea’s art around 1405-1410, it
seems reasonable to propose a dating to the very first years of the Quattrocento
for the Gallery’s scenes from the life of the Virgin. The compositions in these

panels are reduced to essentials, and no signs are yet visible either of the more
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spacious layout of the scenes or of the greater liveliness of the figures that can be
seen in the stories of Christ in the now dispersed predella that should probably be
connected with the Assumption in Richmond and in other altarpieces reasonably

considered later than the Osservanza saints.[31]

The closest stylistic affinities of the Gallery’s panels therefore are with works
whose figures are more robust and more sedate in character. Paintings that fall into
this category—apart from the polyptych in Buonconvento and the altarpiece now in
the museum in Murano, both datable to the last decade of the fourteenth century—
include the fragment with the Virgin Annunciate formerly in the Minneapolis
Institute of Arts and the fragmentary Saint Michael Archangel in the Pinacoteca
Nazionale in Siena (no. 63), for both of which Laurence Kanter (1986) proposed a
provenance from the same altarpiece of which the Gallery’s panels originally
formed a part.[32] Apparently, during these years—that is, the first fifteen years of
the fifteenth century—Andrea especially painted small-scale works for private
devotion, such as the abovementioned portable triptych no. 133 in the Pinacoteca
of Siena; this resembles our scenes from the life of Mary not only in the proportions
and physiognomic types of the figures but also in its peculiar compositional
devices.[33] In another triptych datable to this period, that of the Lindenau-Museum
in Altenburg, the cloak of the young female saint of the left leaf is closely
comparable with that of the majestic Saint Anne of The Presentation of the Virgin
to the Temple. Another comparable work[34] is the Adoration of the Magi now in
the Salini collection, which recalls the Washington panels both in the statuesque

pose of its figures and in the characteristics of its architectural backdrop.[35]
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COMPARATIVE FIGURES

fig. 1 Andrea di Bartolo, Joachim Leaving Jerusalem, c.

1400/1405, tempera on panel, Keresztény Midzeum,
Esztergom, Hungary

fig. 2 Reconstruction of a dispersed altarpiece by Andrea
di Bartolo (color images are NGA objects): a. Joachim and
Anna Giving Food to the Poor and Offerings to the
Temple; b. Expulsion of Joachim (?), lost; c. Joachim
Leaving Jerusalem (fig. 1); d. Annunciation of the Birth of
Mary (?), lost; e. Lost; f. Meeting at Porta Aurea (?), lost; g.
The Nativity of the Virgin; h. The Presentation of the Virgin
in the Temple; i. Marriage of the Virgin (?), lost

The Presentation of the Virgin in the Temple
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RECONSTRUCTION

Click on any panel in the altarpiece reconstruction below to see an enlarged version of the image. Color reproductions in the
reconstruction indicate panels in the National Gallery of Art collection.

Reconstruction of a dispersed altarpiece by Andrea di Bartolo:

a. Joachim and Anna Giving Food to the Poor and Offerings to the Temple
b. Expulsion of Joachim (?), lost

c. Joachim Leaving Jerusalem (fig. 1)

d. Annunciation of the Birth of Mary (?), lost

e. Lost

f. Meeting at Porta Aurea (?), lost

g. The Nativity of the Virgin

h. The Presentation of the Virgin in the Temple

i. Marriage of the Virgin (?), lost

NOTES

[1 No.55.148; 46 x 34 cm. The painting, its provenance unknown, was
purchased by Cardinal Jdnos Simor, perhaps in Rome, for the museum in
Esztergom between 1867 and 1878; see Miklés Boskovits et al., Christian Art
in Hungary: Collections from the Esztergom Christian Museum (Budapest,
1965), 52. Its original gold ground was evidently removed at an early date,
and it, like the Washington panels, was regilded during a nineteenth-century
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(8l

[10]

restoration.

On the role of Joachim in Italian cycles of the childhood of Mary, cf.
Jacqueline Lafontaine-Dosogne, Iconographie de I'enfance de la Vierge
dans 'Empire byzantin et en Occident, 2 vols. (Bruxelles, 1964-1965),
2:154-159; Gertrud Schiller, lkonographie der christlichen Kunst, 6 vols.
(Gltersloh, 1966-1990), 4, pt. 2: 38—-54.

As an example we may cite the vita-icon, name piece of the Master of San
Martino in the Museo Nazionale in Pisa, in which the main image at the
center is flanked on either side by six superimposed stories from the life of
the Virgin. See Enzo Carli, Il Museo di Pisa (Pisa, 1974), 41-43 and fig. 48.

Cf. the retable of Bernat de Puig in the Museu Nacional d’Art de Catalunya,
Barcelona, repro. in Josep Gudiol and Santiago Alcolea i Blanch, Pintura
gotica catalana (Barcelona, 1986), fig. 57.

As in the polyptych commissioned from Bartolo di Fredi for the church of
San Francesco at Montalcino; cf. Gaudenz Freuler, Bartolo di Fredi Cini: Ein
Beitrag zur sienesischen Malerei des 14. Jahrhunderts (Disentis, 1994),
188-221.

The Annunciation is placed at the center of an illuminated page with scenes
from the childhood of Mary, executed by the Bedford Master, in a Book of
Hours in the Oesterreichisches Nationalbibliothek in Vienna, cod. 1855;
Gertrud Schiller, lkonographie der christlichen Kunst, 6 vols. (Giitersloh,
1966-1990), 4, pt. 2: pl. 467. The scene of Pentecost occupies a central
position in the cycle of frescoes by the young Bartolo di Fredi in the church
of Sant’Agostino at San Gimignano. See Gaudenz Freuler, Bartolo di Fredi
Cini: Ein Beitrag zur sienesischen Malerei des 14. Jahrhunderts (Disentis,
1994), 32—-45.

On the structural characteristics of the predella in late medieval altarpieces
in Tuscany, see Monika Cammerer-George, Die Rahmung der toskanischen
Altarbilder im Trecento (Strasbourg, 1966), 9394; Christoph Merzenich, Vom
Schreinerwerk zum Gemdlde: Florentiner Altarwerke der ersten Hdilfte des
Quattrocento (Berlin, 2001), 55.

Cesare Brandi formulated this hypothesis, and various scholars accepted it,
in Cesare Brandi, Quattrocentisti senesi (Milan, 1949), 243.

Joanna Dunn of the National Gallery of Art conservation department tells
me that, judging from the cracks lining up, it seems a “strong possibility” that
The Nativity of the Virgin was placed above The Presentation of the Virgin
in the Temple. However, the x-radiographs do not show the wood grain
clearly enough to prove this.

On the typology of vita-icon in Tuscany, see Victor M. Schmidt, “Tipologie e
funzioni della pittura senese su tavola,” in Duccio: Siena fra tradizione
bizantina e mondo gotico, ed. Alessandro Bagnoli et al. (Cinisello Balsamo,
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(1]

(12]

(13]

(16]

Milan, 2003), 541-544; Rita Sauer, “... so be ye holy in all manner of
conversation’: The Vita Retable,” in Kult Bild: Das Altar- und Andachtsbild
von Duccio bis Perugino (Petersberg, 2006), 131-176. For vita-icons with
horizontally arranged scenes, see Taddeo di Bartolo’s panel San
Geminianus Enthroned and Eight Stories of His Legend, or Andrea di
Bartolo’s panel with the Crucifixion at the center and eight scenes from the
life of Christ and of saints to the sides, formerly in the Stoclet collection in
Brussels. Cf. Raimond van Marle, The Development of the Italian Schools of
Painting, vol. 2, The Sienese School of the 14th Century (The Hague, 1924),
fig. 354; Pierre Bautier, “| primitivi italiani della collezione Stoclet a
Bruxelles,” Cronache d’arte 4 (1927): 315 and fig. 6.

Taddeo di Bartolo’s San Geminianus dossal (see note 10 above) has been
transferred to a modern panel support with a vertical wood grain and so
cannot be adduced for comparison.

The narrative of the Pseudo-Matthew was supplemented with other
episodes by a German priest named Wernher in the mid-twelfth century. His
Driv liet von der maget (Three Books on the Virgin) is the first source to
mention the story of the division of Joachim’s worldly goods for charitable
purposes; see Gertrud Schiller, lkonographie der christlichen Kunst, 6 vols.
(Gutersloh, 1966-1990), 4, pt. 2: 54-55; W.J. Hoffman, “Wernher,” in
Marienlexikon, ed. Remigius Baumer and Leo Scheffczyk, 6 vols. (St.
Ottilien, 1994), 6:716—717.

The scene frescoed by Bartolo in Sant’Agostino at San Gimignano was
repeated with small variations by the same painter in the predella fragment,
part of the altarpiece commissioned from Bartolo for the church of San
Francesco at Montalcino and now in the local Museo Civico. See Gaudenz
Freuler, Bartolo di Fredi Cini: Ein Beitrag zur sienesischen Malerei des 14.
Jahrhunderts (Disentis, 1994), figs. 34, 37. The young Andrea probably
collaborated in the execution of this part of the Montalcino altarpiece.

Reproduced in Gaudenz Freuler, Bartolo di Fredi Cini: Ein Beitrag zur
sienesischen Malerei des 14. Jahrhunderts (Disentis, 1994), fig. 27.

This lost cycle on the facade of the Ospedale della Scala is now known only
from descriptions in the sources. Various scholars have proposed the
involvement in it not only of the Lorenzetti brothers but also of ; cf. Daniela
Gallavotti Cavallero, “Pietro, Ambrogio e Simone, 1335, e una questione di
affreschi perduti,” Prospettiva 48 (1987): 69-74, and for a recent summary of
the status questionis, see Wolfgang Loseries, in Maestri senesi e toscani nel
Lindenau—Museum di Altenburg, ed. Miklés Boskovits and Johannes Tripps
(Siena, 2008), 130 n. 17.

In manuscript expertises (some of them dated 1934), Giuseppe Fiocco,
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Raimond van Marle, Osvald Sirén, Wilhelm Suida, and Adolfo Venturi all
proposed an attribution of the three panels to Bartolo di Fredi. According to
the manuscript opinion of F. Mason Perkins, however, the panels were
attributable not to Bartolo himself but to an “exceptionally close and as yet
unidentified pupil.” See Fern Rusk Shapley, Catalogue of the Italian
Paintings, 2 vols. (Washington, DC, 1979), 1:4, and copies of the expertises in
NGA curatorial files.

Roberto Longhi made the attribution to Andrea di Bartolo in an undated
expertise most likely written in 1934, like the others cited in the previous
note; see Fern Rusk Shapley, Catalogue of the Italian Paintings, 2 vols.
(Washington, DC, 1979), 1:4. Bernard Berenson endorsed this proposal (in an
autograph annotation written on the back of a photograph of The Nativity),
though with the specification “in great part.” Copies in NGA curatorial files.

The dating “c. 1400” already appeared in the entry relating to the three
panels in the National Gallery of Art, Preliminary Catalogue of Paintings and
Sculpture (Washington, DC, 1941), 3, and was confirmed in the various
successive catalogs of the Gallery, as well as by Fern Rusk Shapley,
Paintings from the Samuel H. Kress Collection: Italian Schools, xiii—xv
Century (London, 1966), 65—66; Enzo Carli, / pittori senesi (Siena, 1971), 138;
Enzo Carli, La pittura senese del Trecento (Milan, 1981), 238; Giulietta
Chelazzi Dini, in Il gotico a Siena: Miniature, pitture, oreficerie, oggetti d’arte
(Florence, 1982), 317; Valentina Maderna, ed., Il polittico di Andrea di Bartolo
a Brera restaurato (Florence, 1986), 17; and Philippe Lorentz, “De Sienne a
Strasbourg: Posterité d’'une composition d’Ambrogio Lorenzetti, la Nativité
de la Vierge de I'H6pital Santa Maria della Scala a Sienne,” in Hommage a
Michel Laclotte: Etudes sur la peinture du Moyen Age et de la Renaissance
(Paris, 1994), 125 repro., 126, 127, 130-131 n. 45. Miklés Boskovits, Early
Italian Panel Paintings (Budapest, 1966), 40; Andrds Mucsi, Katalog der
Alten Gemaldegalerie des Christlichen Museums zu Esztergom (Budapest,
1975), 42; Eberhard Kasten, “Andrea di Bartolo,” in Allgemeines
Klinstlerlexikon: Die bildenden Klinstler aller Zeiten und Vélker, ed. Glinter
Meikner (Munich, 1992), 3:512, 514, proposed, instead, a less specific date
for the three panels in the first decade of the fifteenth century.

Laurence B. Kanter, “Giorgio di Andrea di Bartolo,” Arte cristiana 74 (1986):
22. Corrado Fratini rejected this rather audacious attribution in Pinacoteca
comunale di Citta di Castello, vol. 1, Dipinti, Catalogo regionale dei beni
culturali dell’lUmbria, ed. Francesco Federico Mancini (Perugia, 1987), 143—
144; see also Elisabetta Avanzati, in La Sede storica del Monte dei Paschi di
Siena: Vicende costruttive e opere d’arte, ed. Francesco Gurrieri and
Luciano Bellosi (Florence, 1988), 276—280; Michel Laclotte and Esther
Moench, Peinture italienne: Musée du Petit Palais, Avignon (Paris, 2005),
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56; and Andrea De Marchi, in Pinacoteca Nazionale di Bologna, catalogo
generale, vol. 1, Dal Duecento a Francesco Francia, ed. Jadranka Bentini,
Gian Piero Cammarota, and Daniela Scaglietti Kelescian (Venice, 2004), 183
—184.

[20

—

According to G. Fattorini, in La collezione Salini: Dipinti, sculture e oreficerie
dei secoli Xll, Xlll, XIV e XV, ed. Luciano Bellosi, 2 vols. (Florence, 2009),
1:238, the painting was possibly decorated with the very same punches as
the Washington stories of the Virgin.

[21] Enzo Carli, Il Museo di Pisa (Pisa, 1974), 61-62. Suggested dating: probably
before 1400.

N
N

Francesca Pasut, in Maestri senesi e toscani nel Lindenau—Museum di
Altenburg, ed. Miklés Boskovits and Johannes Tripps (Siena, 2008),
104-106, with dating c. 1395-1400.

[23] No. JC Cat. 99; see Carl Brandon Strehlke, Italian Paintings, 1250-1450, in
the John G. Johnson Collection and the Philadelphia Museum of Art
(Philadelphia, 2004), 37-41. Suggested dating: c. 1394.

(24

[l

Nn. O11.919-011.921. See Olga Pujmanova, ltalienische Tafelbilder des
Trecento in der Nationalgalerie Prag (Berlin, 1984), no. 20. Suggested
dating: c. 1400.

[25] No. 133; see Piero Torriti, La Pinacoteca Nazionale di Siena, vol. 1, | dipinti
dal xii al xv secolo (Genoa, 1977), 203, with dating to the early years of the
fifteenth century.

[26] Alessandro Cecchi, in Il gotico a Siena: Miniature, pitture, oreficerie, oggetti
d’arte (Florence, 1982), 328-331, with dating to c. 1400-1410.

[27] See Raimond van Marle, The Development of the Italian Schools of
Painting, vol. 2, The Sienese School of the 14th Century (The Hague, 1924),
576, and Antonio Vannini, L’Osservanza di Siena: Guida artistica della
chiesa e del convento di San Bernardino all’Osservanza (Siena, 2004),
40-41.

N
e

Hendrik W. van Os, “Andrea di Bartolo’s Assumption of the Virgin,” Arts in
Virginia 2 (1971): 5, dated the painting now in Richmond (no. 54.11.3; 230.2 x
85 cm) “in the seventies” of the fourteenth century. Gaudenz Freuler,
“Andrea di Bartolo, Fra Tommaso d’Antonio Cafarini, and Sienese
Dominicans in Venice,” The Art Bulletin 69 (1987): 584, pushed its date
forward to the latter years of the century, given that Ser Palamedes, in
whose memory the painting was commissioned, was still alive in 1394. Art
historians in general, however, have continued to regard the panel as a
youthful work of the artist. See Elisabetta Avanzati, in La Sede storica del
Monte dei Paschi di Siena: Vicende costruttive e opere d’arte, ed.
Francesco Gurrieri and Luciano Bellosi (Florence, 1988), 282; Carl Brandon
Strehlke, ltalian Paintings, 1250-1450, in the John G. Johnson Collection
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and the Philadelphia Museum of Art (Philadelphia, 2004), 27. The present
writer has long maintained (and still believes) that Andrea di Bartolo’s stories
of Christ, divided between the museums of Toledo in Ohio, Bologna, and
private collections, probably belong to the Richmond Assumption. It is
generally recognized as a work of the artist’s full maturity; cf. Andrea De
Marchi, in Pinacoteca Nazionale di Bologna, catalogo generale, vol. 1, Dal
Duecento a Francesco Francia, ed. Jadranka Bentini, Gian Piero
Cammarota, and Daniela Scaglietti Kelescian (Venice, 2004), 183—-184, with a
suggested dating of c. 1420. The common origin of the dispersed predella
and the Richmond panel is suggested both by their stylistic character and
their size. The width of the panel with the Assumption (measuring 230.2 x
85 cm) matches that of the Toledo Crucifixion (50 x 84.3 cm) that would in
origin have been placed below it, at the center of the predella. See Miklés
Boskovits and Serena Padovani, The Thyssen-Bornemisza Collection: Early
Italian Painting 1290-1470 (London, 1990), 21.

The miniatures of antiphonary H.1.7 now in the Biblioteca Comunale of Siena
are dated c. 1400; cf. Giulietta Chelazzi Dini, in Il gotico a Siena: Miniature,
pitture, oreficerie, oggetti d’arte (Florence, 1952), 320-321; Gaudenz
Freuler, “La miniatura senese degli anni 1370-1420,” in La miniatura senese
1270-1420, ed. Cristina De Benedictis (Milan, 2002), 182-186. The
illuminations of a missal, G.IlIl.7 in the same library, are at least in part
probably attributable to Andrea in a slightly earlier phase, as Chelazzi Dini
proposed in Il gotico a Siena: Miniature, pitture, oreficerie, oggetti d’arte
(Florence, 1982), 317-318.

On the Tuscania polyptych, cf. Luisa Mortari, in La pittura viterbese dal xiv al
xvi secolo: Catalogo delle opere, ed. Italo Faldi and Luisa Mortari (Viterbo,
1954), 29-30, and Laurence B. Kanter, “Giorgio di Andrea di Bartolo,” Arte
cristiana 74 (1986): 17—24. Kanter’s proposed reconstruction of the
altarpiece, and his addition to it of components now situated elsewhere,
seems correct, but it is difficult to share his attribution of it to Giorgio
d’Andrea or his dating to the 1420s. This date, formerly accepted also by the
present writer, now seems to me too late and should, | believe, be modified
to 1405-1410; cf. Miklés Boskovits and Serena Padovani, The Thyssen-
Bornemisza Collection: Early Italian Painting 1290-1470 (London, 1990), 21.
Gabriele Fattorini came to similar conclusions concerning the date of the
Tuscania polyptych in La collezione Salini: Dipinti, sculture e oreficerie dei
secoli Xll, Xlll, XIV e XV, ed. Luciano Bellosi, 2 vols. (Florence, 2009), 1:242—-
249.

Apart from polyptych no. 220 of the Pinacoteca in Siena, generally
considered a late work of Andrea, | refer to the polyptych in Sant’Angelo in
Vado, now divided between the Pinacoteca di Brera in Milan and the
Galleria Nazionale in Urbino, and the dispersed predella reconstructed
around the Crucifixion no. 12.6 in the Metropolitan Museum of Art, New
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[33

[34

—

]

]

—_

York. For these paintings, see Piero Torriti, La Pinacoteca Nazionale di
Siena, vol. 1, I dipinti dal Xl al XV secolo (Genoa, 1977), 207; Valentina
Maderna, “Il polittico di Andrea di Bartolo a Brera,” in Il polittico di Andrea di
Bartolo a Brera restaurato, ed. Valentina Maderna (Florence, 1986), 9-15;
Federico Zeri, in Federico Zeri and Elizabeth E. Gardner, ltalian Paintings:
Sienese and Central Italian Schools; A Catalogue of the Collection of the
Metropolitan Museum of Art (New York, 1980), 1-2; and Miklds Boskovits
and Serena Padovani, The Thyssen-Bornemisza Collection: Early Italian
Painting 1290-1470 (London, 1990), 16—21. In my discussion of this predella
in 1990, | wrongly connected it with two lateral panels of paired saints from
a dispersed triptych, now in a private collection. These panels, Saints Louis
of Toulouse and John the Baptist and John the Evangelist and Francis, now
seem to me relatively early works of the artist, probably datable to the first
decade of the fifteenth century, whereas the predella | had placed in the
period c. 1415-1420 ought to be closer in date to the latter end of this
spectrum.

Laurence B. Kanter, “Giorgio di Andrea di Bartolo,” Arte cristiana 74 (1986):
22-24. The Minneapolis fragment was deaccessioned, and its present
whereabouts are unknown to me. For the fragment no. 63 in the Pinacoteca
Nazionale in Siena, cf. Piero Torriti, La Pinacoteca Nazionale di Siena, vol. 1,
I dipinti dal XIl al XV secolo (Genoa, 1977), 205.

The somewhat naive compositional device proposed by the painter in the
Nativity of the central panel of the triptych in Siena, namely that of
displacing sharply to the left the little tree in the background to avoid its
branches being concealed by the cusped border of the frame, recalls the
improbable displacement—for the same reason—of the dome to the left
margin of the temple in Presentation of the Virgin in the Temple and
Joachim and Anna Giving Food to the Poor and Offerings to the Temple in
the National Gallery of Art.

We may further recall as works exemplifying Andrea’s phase at the turn of
the century a portable triptych in the Brooklyn Museum in New York, no. 34.
839; see Carl Brandon Strehlke, ltalian Paintings, 1250-1450, in the John G.
Johnson Collection and the Philadelphia Museum of Art (Philadelphia,
2004), 41, and the little panels with saints, formerly belonging to the
museums in Altenburg, Oslo, Oxford, and in private collections; see
Francesca Pasut, in Maestri senesi e toscani nel Lindenau—Museum di
Altenburg, ed. Miklés Boskovits and Johannes Tripps (Siena, 2008), 107-111.

Gold Backs: 1250-1480 (Turin, 1996), 122, 124; Gabriele Fattorini, in La
collezione Salini: Dipinti, sculture e oreficerie dei secoli Xll, Xlll, XIV e XV,
ed. Luciano Bellosi, 2 vols. (Florence, 2009), 1:236—-249. The painting, cut on
all sides, measures 25.5 x 21 cm. The fragment at first sight might also seem
the companion panel of these in the Gallery, but its original size must have
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been slightly smaller than that of the Washington panels.

TECHNICAL SUMMARY

This painting, along with its companions The Nativity of the Virgin and Joachim
and Anna Giving Food to the Poor and Offerings to the Temple, was executed on a
single-member poplar panel with vertical grain.[1] The edges of the three panels
probably were cropped slightly. Wooden strips measuring 0.6—0.8 cm wide have
been attached to the edges along all four sides of each painting. The x-
radiographs show three round marks along the bottom of The Presentation and
The Nativity, which may be the sites of old holes from nails that attached a

horizontal batten.

The paintings most likely were executed on a gesso ground. The x-radiographs of
The Presentation suggest the presence of a fabric interlayer beneath the ground,
but such a layer is not evident in the x-radiographs of the other two paintings.
Infrared reflectography (Vidicon)[2] proves the presence of extensive
underdrawing, particularly in the draperies of the figures and the placement of the
architectural forms. Incised lines were used, on the other hand, to delineate the
main contours of the figures, of architectural details, and of the original frame, now

lost, against the gold.

Stephen Pichetto thinned and cradled the panels shortly after their acquisition by
Samuel H. Kress in 1930.[3] X-radiographs made prior to the attachment of the
cradles show extensive worm damage, as well as structural damage in the form of
a large crack in the central area of each panel. A large knot may have caused the
vertical split in The Presentation. The cracks of The Presentation and The Nativity
line up, if the latter is positioned above the former. However, this could be purely
coincidental and may not relate to the original positions of the panels. The painted
surface contains only very small losses, but all panels have been generously
retouched and partially regilded. The inpainting is disturbing, especially in the
faces of the three figures at the center of The Nativity. The frames are modern.
Photographs made at the time of the paintings’ donation to the National Gallery of
Art show the panels unframed. A note in the Gallery’s curatorial files mentions their
reframing in 1944. Before this intervention the spandrels originally covered by the
frame had been regilded and appear as such in the photos published in the 1941

catalog of the Gallery.[4] The cusped inner molding of the present frames follows
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approximately the incised lines for the original framing. Pichetto removed
discolored varnish and inpaint during his 1930 treatment of the paintings. In 1955

Mario Modestini again treated The Nativity and Joachim and Anna.[5]

TECHNICAL NOTES

[1 The NGA scientific research department identified the wood using optical
microscopy (see report dated September 15, 1988, in NGA conservation
files).

[2] Infrared reflectography was performed using a Hamamatsu ¢/1000-03
Vidicon camera.

[3] Fern Rusk Shapley, Catalogue of the Italian Paintings, 2 vols. (Washington,
DC, 1979), 1:4.

[4] Reproduced still unframed in Cesare Brandi, Quattrocentisti senesi (Milan,
1949), pl. 9; National Gallery of Art, Paintings and Sculpture from the Samuel
H. Kress Collection (Washington, DC, 1959), 36. However, The Presentation
and The Nativity are reproduced with their modern frame in George
Ferguson, Signs and Symbols in Christian Art, 2nd ed. (New York, 1955),
pl. 21.

[5] Fern Rusk Shapley, Catalogue of the Italian Paintings, 2 vols. (Washington,
DC, 1979), 1:4. Kress Foundation records (copies in NGA curatorial files)
mention only that Modestini “revived color under white stains...and applied
protective coat.”

PROVENANCE

This panel, along with NGA 1939.1.42 and 1939.1.43, are stated to have come from
the collection of a contessa Giustiniani, Genoa;[1] (Count Alessandro Contini-
Bonacossi, Rome); sold July 1930 to the Samuel H. Kress Foundation, New York;[2]
gift 1939 to NGA. [1] See the bill of sale described in note 2. No documented
collection of the conti Giustiniani at Genoa seems to have existed, at least in the
early years of the twentieth century. The works that Elisabeth Gardner (A
Bibliographical Repertory of Italian Private Collections, ed. Chiara Ceschi and
Katharine Baetjer, 4 vols., Vicenza, 1998-2011: 2(2002):183) cites as formerly the

property of the contessa Giustiniani almost all seem to have been purchased on
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the art market shortly before 1930, when Contini Bonacossi sold them to Samuel H.

Kress. The contessa is thus more likely to have been a dealer, or agent, than a

collector. See also Miklés Boskovits and David Alan Brown, /talian Paintings of the

Fifteenth Century, National Gallery of Art Systematic Catalogue, Washington and

New York, 2003: 616 n. 3. [2] The painting is included on a bill of sale dated 15 July

1930 that included eight paintings from the Giustiniani collection (copy in NGA

curatorial files).
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Bulgarini, Bartolomeo

Also known as
Bulgarino, Bartolomeo di
Italian, c. 1300 - 1378

BIOGRAPHY

Bartolomeo Bulgarini was one of the most renowned Sienese painters in the
decades spanning the mid-fourteenth century. According to Giorgio Vasari
(Florentine, 1511 - 1574) (though he wrongly transcribed his name), he was a disciple
of Pietro Lorenzetti (Sienese, active 1306 - 1345), “who wrought many panels in
Siena and other places in ltaly.”[1] Documents mentioning Bartolomeo appear no
earlier than 1338 when, as in various succeeding years, he received payments for
having painted the wooden covers of the account books of the office of the
Biccherna, or Treasury, in Siena (so-called tavolette di Biccherna). A Pistoian
document of c. 1348-1349 cites him among the best Tuscan painters of the
period.[2] Various commissions (pictura unius tovaglie) for the Palazzo Pubbilico,
seat of communal power in Siena, in 1345, the painting of a Madonna for a city
gate, the Porta Camollia, in the same city in 1349, and appointment to official posts
(including an advisory role, in 1362, together with two other painters, in supervising
the moving of Duccio’s Maesta to another site within the cathedral) confirm the
prestige he must have enjoyed in Siena. In 1370, Bartolomeo became an oblate (lay
member) of the Ospedale di Santa Maria della Scala, for which he executed and
signed an altarpiece in 1373. Another altarpiece, which had remained unfinished at

the time of the artist’s death, was delivered to another painter to complete in 1379.

Since none of his documented works have survived, the identification and
reconstruction of Bartolomeo’s oeuvre has posed particular difficulty. The first
attempts to do so, in the early twentieth century, identified him with the
Bartolomeus de Senis who signed a modest triptych dated 1373 in the church of
San Francesco at Tivoli, but the proposal was soon shown to be untenable.[3] Only
in 1917 did the essential features of his profile as an artist begin to emerge. Bernard
Berenson assembled a group of paintings characterized by a peculiar amalgam of
influences of Ugolino di Nerio and Pietro Lorenzetti, and baptized the artist to
whom he attributed them with the invented name of “Ugolino Lorenzetti.”[4] Some

years later Ernest De Wald (1923) regrouped other paintings, later recognized to be
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by Bartolomeo, around a Madonna in the church of San Pietro Ovile (now in the
Museo Diocesano, Siena) under the name “Ovile Master.”[5] Millard Meiss (1931)
showed that the two groups document various aspects of the art of the same
painter; Meiss later (1936) identified the hand of “Ugolino Lorenzetti” in a tavoletta
di Biccherna for which Bartolomeo was paid in 1353, and proposed his
identification with the master of the two anonymous groups.[6] In fact, various
important works of this master, now in the Pinacoteca Nazionale in Siena (nos. 61,
76, and 80), come from the Ospedale della Scala, with which we know that
Bartolomeo had close relations. We also know that the painter resided in the parish
of San Pietro Ovile. Several art historians, however, were reluctant to accept the
proposed identification, until documentary proof was adduced in 1986 that the
central panel of the San Vittore altarpiece in Siena Cathedral (of which the Nativity
now in the Fogg Art Museum in Cambridge, Massachusetts, is a fragment), long

attributed to the Ovile Master, was in fact painted by Bartolomeo Bulgarini.[7]

An artist of great accomplishment though of archaizing tendency, Bartolomeo
revealed deep nostalgia for the figurative tradition stemming from Duccio di
Buoninsegna (Sienese, c. 1250/1255 - 1318/1319), which had now been rendered
obsolete by the innovations in Sienese painting contributed by Simone Martini
(Sienese, active from 1315; died 1344) and the Lorenzetti brothers. It is possible,
therefore, that Bartolomeo may have begun his career as a painter by an
apprenticeship in Duccio’s atelier. To his earliest phase we can ascribe such works
as the tavoletta di Biccherna dated 1329 (Gemaldegalerie, Berlin); the polyptych in
the Gallerie Fiorentine, Florence, formerly in the Museo di Santa Croce, Florence;
and the triptych from Fogliano, now divided between the Pinacoteca Nazionale
and the Museo dell’Opera del Duomo, both in Siena. In these works Duccio’s
stylistic formulae are restated with a nervously accentuated linearism. A more
massive and voluminous figural style, now firmly Lorenzettian in character, and also
a greater rhythmic complexity can be recognized in such works as the triptych
from Sestano now in the Pinacoteca Nazionale in Siena and the polyptych divided
among the Museo Nazionale di Villa Guinigi in Lucca, the Pinoteca Capitolina in
Rome, and the National Gallery of Art in Washington. A more decorative style,
greater softness in modeling, and closer affinity with the figurative ideal pursued by
the disciples of Simone Martini thus can be distinguished in such works as the
Nativity from Siena Cathedral now in the Fogg Museum in Cambridge,
Massachusetts (c. 1350). Similar tendencies also distinguish the artist’s later works,
including the polyptych now in the Salini collection in Siena (formerly in

Sant’Agostino at San Gimignano); a further polyptych, now dismantled and divided
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between Museo Nazionale di San Matteo in Pisa (Four Saints) and Yale University
Art Gallery in New Haven (Madonna and Child, no. 1943.244); and some panels

now in the Pinacoteca in Siena (nos. 61 and 80).

[1] Giorgio Vasari, Le vite de’ piu eccellenti pittori, scultori e architettori nelle
redazioni del 1550 e 1568, ed. Rosanna Bettarini and Paola Barocchi, 6 vols.
(Florence, 1966-1987), 2(1967):147: “Fu discepolo di Pietro Bartolomeo Bologhini
sanese ... in Fiorenza e di sua mano quella che e in sull’altare della capella di San
Salvestro in Santa Croce” (A disciple of Pietro was Bartolomeo Bologhini of Siena .
.. in Florence there is by his hand that [a panel] which is on the altar of the chapel
of San Silvestro in Santa Croce). This quotation is taken from the second edition of
Vasari’s Vite (1568); in the first, he had indicated the name of the artist as
“Bartolomeo Bolghini.” In both cases, evidently, the cognomen was an erroneous
reading of a signature, perhaps that of the Santa Croce polyptych that Vasari cited.
Art historians, beginning with Berenson, have generally recognized that the
polyptych displayed in the Museo di Santa Croce, Florence, until 1966 and now in
the storerooms of the Gallerie Fiorentine can be given to the master whom
Berenson named “Ugolino Lorenzetti,” that is, the painter whose oeuvre is now
incorporated in the catalog of Bartolomeo. However, as Daniela Parenti of the Uffizi
in Florence has kindly explained to me, the painting in question apparently did not
belong to this church originally. See Bernard Berenson, Essays in the Study of

Sienese Painting (New York, 1918), 15-18.

[2] The document, undated, is from the archive of the Pistoian church of San
Giovanni Fuor Civitas (Archivio di Stato, Pistoia, Patrimonio Ecclesiastico C 449). It
lists the best painters available in Florence, Siena, and Lucca, potential candidates
for the execution of the polyptych that Alesso d’Andrea had begun to paint in 1348
but had then abandoned, probably as a result of his premature death in the great
plague epidemic in that year. So the list of painters was probably drawn up in 1349
or shortly thereafter. For the relevant documentation, cf. Andrew Ladis, Taddeo
Gaddi: Critical Reappraisal and Catalogue Raisonné (Columbia, MO, 1982), 255~
258.

[3] The triptych, signed and dated, was published by Attilio Rossi (1905), who
identified the artist as Bartolomeo Bulgarini: the hypothesis, accepted by various
scholars in the following years, was rejected by Millard Meiss (1936) and then
definitively abandoned. See Attilio Rossi, Santa Maria in Vulturella (Tivoli): Ricerche
di storia e d’arte (Rome, 1905), 19, 22; and Millard Meiss, “Bartolommeo Bulgarini

altrimenti detto ‘Ugolino Lorenzetti?’” Rivista d’arte 18 (1936): 124—125.
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[4] Bernard Berenson, “Ugolino Lorenzetti,” Art in America 5 (1916—1917): 259-275;
Bernard Berenson, “Ugolino Lorenzetti,” Art in America 6 (1917-1918): 25-52.

[5] Ernest T. DeWald, “The Master of the Ovile Madonna,” Art Studies 1(1923): 45—
54.

[6] Millard Meiss, “Ugolino Lorenzetti,” The Art Bulletin 13 (1931): 376—397; Millard
Meiss, “Bartolommeo Bulgarini altrimenti detto ‘Ugolino Lorenzetti?’” Rivista d’arte

18 (1936): 113-136.

[7] No. 1917.89, Fogg Art Museum, Cambridge, MA. Hendrik W. van Os, Sienese
Altarpieces 1215—-1460: Form, Content, Function, vol. 1, 1215-1344 (Groningen,
1984), 85-87, recognized the painting as the central panel of the San Vittore
altarpiece in Siena Cathedral. Van Os identified its laterals in two panels, one
representing Saint Victor and the other a young female saint, in the Royal Museum
of Fine Art in Copenhagen. Shortly thereafter, definitive confirmation of Meiss’s
attribution to Bartolomeo was published by the discovery in the inventory of the
cathedral dated 1594 of the description of an altarpiece that was explicitly cited as
“tavola della Nativita dipinta da Bartolomeo Bulgarini da Siena.” See Elisabeth H.
Beatson, Norman E. Muller, and Judith B. Steinhoff, “The St. Victor Altarpiece in
Siena Cathedral: A Reconstruction,” The Art Bulletin 68 (1986): 610—631.
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Bartolomeo Bulgarini
Italian, c. 1300 - 1378

Saint Catherine of
Alexandria

c. 1335/1340

tempera on panel

painted surface (edge of gilding to edge of gilding): 73.5 x 40.5 cm (28 15/16 x 15
15/16 in.)

painted surface (edge of paint to edge of paint): 73.5 x 41 cm (28 15/16 x 16 1/8 in.)
overall: 73.5 x 42 x1cm (28 15/16 x 16 9/16 x 3/8 in.)

framed: 95.3x47.3x6 cm (371/2x18 5/8 x 2 3/8 in.)

Inscription: on the gilded brooch of the saint's mantle: S.K.AT.E.R.LN.A

Samuel H. Kress Collection 1943.4.20

ENTRY

The painting represents the martyr saint of Alexandria according to the usual
iconographic canons of the early fourteenth century in Tuscany: with a crown
placed on her blond hair, which is parted over the top of her head and gathered
over the nape of her neck, the palm of martyrdom in her left hand and a book that
she supports with both hands against the wheel, her instrument of martyrdom, with
sharp, denticulated metal spikes along its rim.[1] The image is not self-sufficient. It
belonged to a polyptych, more particularly a five-part altarpiece, known as the San
Cerbone altarpiece [fig. 1] (see also Reconstruction), of which the other
components are the Madonna and Child [fig. 2] and the Saint John the Evangelist
[fig. 3] now in the Museo Nazionale di Villa Guinigi in Lucca (nos. 160 and 162),[2]
and the panels of Saint Bartholomew [fig. 4] and Mary Magdalene [fig. 5], nos. 345
and 346 in the Pinacoteca Capitolina in Rome.[3] In 1706 Antonio de Brandeglio
described the paintings in question, together with the panel now in the National
Gallery of Art, as extant in the chapel of the Madonna in the church of San Cerbone
in Lucca. But when Michele Ridolfi visited the church in 1845, he found only the
central image of the Madonna in the chapel and that of Saint John in the sacristy,
while all trace of the other panels had already been lost. They had perhaps been
separated and dispersed presumably after 1806, following the Napoleonic

suppression of the religious orders.
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The five-part San Cerbone polyptych had a rather archaic structure, formed of five
rectangular panels [fig. 1]. The painted surface of each of these panels terminated
in an ogival arch, apparently without any figurative decoration in the spandrels to
the side of the arch. This type of altarpiece makes it probable that the surviving
panels were surmounted by another series of images: perhaps with two above
each panel, as in some polyptychs produced in the shops of Pietro Lorenzetti
(Sienese, active 1306 - 1345)[4] and of Ugolino di Nerio[5] in the late 1320s and
during the following decade, or more probably with a single image above each

panel, as in some works of the earliest phase in the career of Bulgarini himself.[6]

As for the attribution of the panel now in the Gallery, it was formerly considered a
work by Deodato Orlandi, a leading painter of Lucca in the later thirteenth century,
who is known to have painted a Crucifixion dated 1288, formerly in the same
church of San Cerbone from which our Saint Catherine came.[7] Adolfo Venturi
(1905, 1906, 1907) discarded this attribution and instead gave it, together with the
other two components from the same complex with a provenance from the Sterbini
collection, to Pietro.[8] The proposal met acceptance from F. Mason Perkins (1905
and 1931), Raimond van Marle (1924), Emilio Cecchi (1930), and George Harold
Edgell (1932), and in the volume Duveen Pictures (1941) and various catalogs of the
Gallery (NGA 1941, Shoolman and Slatkin 1942, Kress 1945).[9] Emil Jacobsen (1907)
and Edward Hutton (1909) reported, but without expressing their own opinion
about, the attribution to Pietro, while Ernest DeWald (1929) gave the three former
Sterbini panels to a “follower of Segna di Bonaventura.”[10] In 1931, Andrea Péter
and Millard Meiss independently recognized the common origin of these paintings
with the other two now in the Museo Nazionale in Lucca.[11] Péter, however,
detected the collaboration of two different hands in the polyptych; he assigned the
two panels now in Lucca to “Ugolino Lorenzetti” (the master to whom he attributed
works now generally recognized as belonging to Bulgarini’s initial phase), whereas
he saw the intervention of the Ovile Master in the former Sterbini collection panels.
For his part Meiss attributed the whole polyptych to “Ugolino Lorenzetti,” into
whose catalog he incorporated the works that other art historians label with the
conventional name of the Ovile Master. Meiss thought that the altarpiece belonged
to a relatively early phase in the master’s output, dating it to c. 1330-1340. Van
Marle (1934) accepted his proposal, calling the San Cerbone polyptych an example
of an intermediate phase between the artist’s early period influenced by Duccio’s
art and his later phase, reflecting the influence of Pietro Lorenzetti.[12] Yet Meiss’s

subsequent (1936) identification of the anonymous master, Ugolino Lorenzetti, with
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Bulgarini initially encountered resistance; only after the further clarification of the
question, accompanied by the publication of new documentary evidence by
Elisabeth H. Beatson, Norman E. Muller, and Judith B. Steinhoff (1986), did the

attribution to Bulgarini gain general acceptance.[13]

What still remains problematic is the chronological sequence of Bulgarini’s oeuvre,
which is devoid of dated works, apart from the tavole di biccherna.[14] The
biccherna panels are difficult to compare with the static figures of far larger
dimensions in the polyptychs, and among these the only secure point of reference
is the dating to c. 1350 of the San Vittore altarpiece formerly in Siena Cathedral.[15]
It may be asserted with some confidence that the San Cerbone polyptych should
date to an earlier phase than this, on grounds of style, panel type, decoration, and
iconography. It still lacks the softness of modeling and delicate chiaroscuro
passages that distinguish the master’s later altarpieces. It also lacks the trefoil-
arched moldings of the upper arch and the pastiglia ornament that characterize
Bulgarini’s polyptychs around or after the midcentury. The particular motif of the
child and the Madonna now in the Museo Nazionale di Villa Giunigi in Lucca, who
devotes his undivided attention to his mother, twisting towards her with his whole
body, is probably a Lorenzettian invention of the 1330s;[16] it also appears in
Bulgarini’s Madonna now in the Museo Diocesano in Pienza.[17] Other paintings
associated with this stylistic phase, as already observed in the past, include the
fragment of a polyptych with a provenance from Radicondoli (no. 54 in the
Pinacoteca Nazionale in Siena), where we also find iconographic formulae that are
closely related to the figures of Saint Catherine and Mary Magdalene.[18] A similar
image of the latter saint is also found in the polyptych of the Berenson Library at
the Villa | Tatti near Florence,[19] while a variant of the figure of Saint John in the
museum in Lucca recurs in the left lateral of the triptych from San Bartolomeo at

Sestano, now in the Pinacoteca Nazionale in Siena.[20]

This group of works can be safely assumed to have been executed in the same
span of years, presumably still in the course of the first half of the century, but after
an initial phase in which Bulgarini had produced the nervous, tormented figures of
the polyptych formerly in the Museo di Santa Croce in Florence,[21] the triptych
from the church of San Giovanni Battista in Fogliano near Siena,[22] or the two
apostles of the Wallraf-Richartz Museum in Cologne,[23] just to cite components of
altarpieces. In the works of his intermediate period, those to which our Saint
Catherine belongs, by contrast, Bulgarini based himself on models developed by

Sienese artists in the wake of Duccio di Buoninsegna (Sienese, c. 1250/1255 -
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1318/1319), and adopted the type of polyptych that had emerged in the third and
fourth decade of the fourteenth century.[24] These are all features that differentiate
our polyptych both from the artist’s initial phase and from his works dating to the
years around and after the midcentury. Consequently a dating to c. 1340 would
seem to me most likely for the Saint Catherine in the Gallery and for its companion
panels.[25] What these panels have in common is a quest for grandeur,
simplification of form, and the expression of powerful emotion, in the spirit of works

painted by Pietro Lorenzetti in his early maturity.
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COMPARATIVE FIGURES

fig. 1 Reconstruction of the San Cerbone Altarpiece by
Bartolomeo Bulgarini (color images are NGA objects): a.
Saint Catherine of Alexandria; b. Saint Bartholomew (fig.
4); c. Madonna and Child (fig. 2); d. Saint John the
Evangelist (fig. 3); e. Saint Mary Magdalene (fig. 5)

fig. 2 Bartolomeo Bulgarini, Madonna and Child, c.
1335/1340, tempera on panel, Museo Nazionale di Villa
Guinigi, Lucca. Image: Mondadori Portfolio/Electa/Luca
Carra/Bridgeman Images

Saint Catherine of Alexandria 17
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fig. 4 Bartolomeo Bulgarini, Saint Bartholomew, c.
1335/1340, tempera on panel, Pinacoteca Capitolina,
fig. 3 Bartolomeo Bulgarini, Saint John the Evangelist, c. Rome. Image: Mondadori Portfolio/Electa/Art Resource,
1335/1340, tempera on panel, Museo Nazionale di Villa NY
Guinigi, Lucca
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fig. 5 Bartolomeo Bulgarini, Saint Mary Magdalene, c.

1335/1340, tempera on panel, Pinacoteca Capitolina,
Rome. Image: Mondadori Portfolio/Electa/Art Resource,
NY
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RECONSTRUCTION

Click on any panel in the altarpiece reconstruction below to see an enlarged version of the image. Color reproductions in the
reconstruction indicate panels in the National Gallery of Art collection.

Reconstruction of the San Cerbone Altarpiece by Bartolomeo Bulgarini:

a. Saint Catherine of Alexandria

b. Saint Bartholomew (Entry fig. 4)

c. Madonna and Child (Entry fig. 2)

d. Saint John the Evangelist (Entry fig. 3)
e. Saint Mary Magdalene (Entry fig. 5)

NOTES

(1

(4]

George Kaftal, Saints in Italian Art, vol. 1, Iconography of the Saints in
Tuscan Painting (Florence, 1952), 225-234.

Licia Bertolini Campetti and Silvia Meloni Trkulja, eds., Museo di Villa
Guinigi, Lucca: La villa e le collezioni (Lucca, 1968), 141-142. The Madonna
measures 91 x 56 cm and the panel of Saint John the Evangelist 72.5 x 42.2
cm. According to Placido Campetti (1932), the monastery sold the two
panels in the early years of the twentieth century. Placido Campetti,
“Annuari,” Bollettino storico lucchese 4 (1932): 159.

Raffaele Bruno, Roma: Pinacoteca capitolina (Bologna, 1978), 3. The panel
of Saint Bartholomew (inv. no. 345) measures 75 x 42 cm, and that of Mary
Magdalene (inv. no. 346) 73 x 41 cm. The two paintings entered the
Capitoline collection, Rome, in 1936.

| refer to such panels as the dispersed polyptych from the church of the
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Carmine in Siena, dated 1329, in which the laterals (representing full-length
figures of saints) were each surmounted by an image of a pair of saints, or
polyptych no. 50 in the Pinacoteca Nazionale of Siena, probably dating to
c. 1335-1340, in which the saints of the main register are represented half-
length, though again with paired saints in the upper tier. Cf. Piero Torriti, La
Pinacoteca Nazionale di Siena, vol. 1, | dipinti dal XIl al XV secolo (Genoa,
1977), 97-99, 105-106. In contrast to the Carmine polyptych, the spandrels
in polyptych no. 50 are decorated not with figures of angels but with
ornamental motifs.

One may recall the polyptych formerly in the church of Santa Croce in
Florence, probably executed in c. 1330 and now divided among various
museums in the world. Here the saints in the main register, portrayed just
over half-length (and the angels filling the spandrels), are surmounted by a
frieze of medallions with images of the ancestors of Christ and above that
by paired saints; cf. Stefan Weppelmann, “Geschichten auf Gold in neuem
Licht: Das Hochaltarretabel aus der Franziskanerkirche Santa Croce,” in
Geschichten auf Gold: Bilderzéhlungen in der friihen italienischen Malerei,
ed. Stefan Weppelmann (Berlin, 2005), 26-50.

Bulgarini, in his triptych representing the Crucifixion at the center and half-
length figures of female saints in the laterals (no. 54 in the Pinacoteca of
Siena), surmounted the panels of the main register (with a pointed arch
defining the painted area and ornamental decoration in the spandrels) with
triangular-shaped gable panels filled with half-length figures of saints. Cf.
Piero Torriti, La Pinacoteca Nazionale di Siena, vol. 1, | dipinti dal Xl al XV
secolo (Genoa, 1977), 136. It should be said, however, that, as may be
observed from the pose of the saints in the lateral panels, this complex must
originally have been a five-part altarpiece. Since it has been truncated
below, the main register likely consisted of full-length figures. A complex
very similar to the San Cerbone polyptych, apart from that now in the
Berenson Library at Villa | Tatti, the Harvard University Center for Italian
Renaissance Studies, Florence, must have been that of which only the
centerpiece now survives, namely the Madonna and Child in the Museo
Diocesano at Pienza. See Franco Russoli and Nicky Mariano, The Berenson
Collection, trans. Frances Alexander and Sidney Alexander, Edizioni
Beatrice d’Este (Milan, 1964), xvii; and Laura Martini, ed., Museo diocesano
di Pienza, Musei senesi (Siena, 1998), 29-31. Only in his late phase, it
seems, did Bartolomeo adopt the solution of paired saints in the upper
register of altarpieces: an example of this type is the fragment now in the
Lehman collection in the Metropolitan Museum of Art in New York. Cf. John
Pope-Hennessy and Laurence B. Kanter, The Robert Lehman Collection,
vol. 1, ltalian Paintings (New York, 1987), 16-17.

Now in the Museo Nazionale di Villa Guinigi in Lucca; cf. Licia Bertolini
Campetti and Silvia Meloni Trkulja, eds., Museo di Villa Guinigi, Lucca: La
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(8l

[10]

(1

[12]

(13]

[14]

villa e le collezioni (Lucca, 1968), 139-140.

Adolfo Venturi, “La quadreria Sterbini in Roma,” L’Arte 8 (1905): 427, 428 fig.
5; Adolfo Venturi, La Galleria Sterbini in Roma: Saggio illustrativo (Rome,
1906), 33—-35; Adolfo Venturi, Storia dell’arte italiana, vol. 5, La pittura del
Trecento e le sue origini (Milan, 1907), 696 n. 1.

F. Mason Perkins, “Arte senese nella Quadreria Sterbini a Roma,” Rassegna
d’arte senese 1, no. 4 (1905): 148-149; F. Mason Perkins, “Pitture senesi
poco conosciute,” La Diana 6 (1931): 28; Raimond van Marle, The
Development of the Italian Schools of Painting, vol. 2, The Sienese School
of the 14th Century (The Hague, 1924), 326; Emilio Cecchi, Pietro Lorenzetti
(Milan, 1930), 7, pl. 8; George Harold Edgell, A History of Sienese Painting
(New York, 1932), 114; Duveen Brothers, Duveen Pictures in Public
Collections of America (New York, 1941), no. 14; National Gallery of Art,
Preliminary Catalogue of Paintings and Sculpture (Washington, DC, 1941),
111; Regina Shoolman and Charles E. Slatkin, The Enjoyment of Art in
America (Philadelphia, 1942), 284, pl. 253; National Gallery of Art, Paintings
and Sculpture from the Kress Collection (Washington, DC, 1945), 20.

Emil Jacobsen, Sienesische Meister des Trecento in der Gemdldegalerie zu
Siena (Strasbourg, 1907), 41 n . 7; Edward Hutton, in Joseph Archer Crowe
and Giovan Battista Cavalcaselle, A New History of Painting in Italy from the
Second to the Sixteenth Century, vol. 2, Sienese School of the Fourteenth
Century; Florentine School of the Fifteenth Century, ed. Edward Hutton
(London and New York, 1909), 90 n. 7; Ernest T. DeWald, “Pietro Lorenzetti,”
Art Studies 7 (1929): 160 n. 2.

Andrea Péter, “Ugolino Lorenzetti e il Maestro di Ovile,” Rivista d’arte 13
(1931): 22-33; Millard Meiss, “Ugolino Lorenzetti,” The Art Bulletin 13 (1931):
380-384, 393, 397.

Raimond van Marle, Le scuole della pittura italiana, vol. 2, La scuola senese
del XIV secolo (The Hague, 1934), 155, 160.

See Millard Meiss, “Bartolommeo Bulgarini altrimenti detto ‘Ugolino
Lorenzetti?,”” Rivista d’arte 18 (1936): 113—-136; and Elisabeth H. Beatson,
Norman E. Muller, and Judith B. Steinhoff, “The St. Victor Altarpiece in Siena
Cathedral: A Reconstruction,” The Art Bulletin 68 (1986): 610—631, where for
the first time a painting attributed to both “Ugolini Lorenzetti” and to the
Ovile Master—the Nativity in the Fogg Art Museum in Cambridge,
Massachusetts—was identified as a documented work by Bartolomeo
Bulgarini.

The following biccherna panels can be attributed to Bulgarini: that in the
Kunstgewerbemuseum in Berlin (K. 9222), dated 1329-1330; those in the
Bibliotheque Nationale in Paris (nos. 1669-1670), dated respectively 1339—
1340 and 1345-1346; that in a private collection in Geneva, dated 1349—
1350; and that in the Archivio di Stato in Siena (no. Bicch. 28), dated 1352—
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1353. See, respectively, Miklés Boskovits, ed., Friihe italienische Malerei:
Gemdldegalerie Berlin, Katalog der Gemdlde, trans. Erich Schleier (Berlin,
1988), 180-181; L’Art gothique siennois: Enluminure, peinture, orfévrerie,
sculpture (Florence, 1983), 198-200; Il gotico a Siena: Miniature, pitture,
oreficerie, oggetti d’arte (Florence, 1982), 251-252.

On the altarpiece, apart from the publication cited in note 12 above, cf. also
Rudolf Hiller von Gaertringen, ltalienische Gemdlde im Stddel 1300-1550:
Toskana und Umbrien, Kataloge der Gemdilde im Stédelschen Kunstinstitut
Frankfurt am Main (Mainz, 2004), 82—-96. Since in May 1351 a carpenter
received payments for “fattura civori e cercini e colonine di legname per la
tavola di Santo Vittorio” (making awnings, curtains, and wooden columns for
the altarpiece of San Vittorio), that is, for the embellishments to the
polyptych’s wooden frame, it may be assumed that the work had already
been completed by this date.

Ever since his earliest works, such as the Madonna of Montichiello and the
great Marian polyptych in the Pieve di Santa Maria at Arezzo (1320), Pietro
Lorenzetti (Sienese, active 1306 - 1345) had proposed a more intimate and
self-absorbed version of the group of the Madonna and Child, caught in
affectionate rapport, turned towards each other and largely ignoring the
spectator. Subsequently, Pietro took this tendency one step further in such
works as the Madonna formerly in the Serristori collection in Florence or
that in the Museo d’arte sacra in Buonconvento where the child, in
embracing his mother, even turns his back on the spectator. See Anna
Maria Guiducci, Museo d’arte sacra della Val d’Arbia, Buonconvento (Siena,
1998), 28-29. Neither these paintings nor comparable examples by
Ambrogio Lorenzetti (e.g., the Madonna no. 39.546 in the Museum of Fine
Arts in Boston or that in San Pietro di Castelvecchio in Siena), are securely
datable, but their execution would seem to fall within the period c. 1335—
1345; cf. Luciano Cateni, “Un polittico ‘too remote from Ambrogio’ firmato da
Ambrogio Lorenzetti,” Prospettiva 40 (1985): 62—67. Although no exact
Lorenzettian prototype is known for the composition proposed by Bulgarini
in his altarpiece now in Lucca, the circumstance that Lippo Vanni (Sienese,
active 1344 - 1376) adopted a very similar version of it in one of his youthful
works (no. 1470, Stdadelsches Kunstinstitut, Frankfurt) probably implies the
dependence of both paintings on a lost model of Pietro; cf. Rudolf Hiller von
Gaertringen, ltalienische Gemdlde im Stédel 1300-1550: Toskana und
Umbrien, Kataloge der Gemdlde im Stédelschen Kunstinstitut Frankfurt am
Main (Mainz, 2004), 98-106.

Cf. Laura Martini, ed., Museo diocesano di Pienza, Musei senesi (Siena,
1998), 23-31.

Andrea Péter, “Ugolino Lorenzetti e il Maestro di Ovile,” Rivista d’arte 13
(1931): 32; and Piero Torriti, La Pinacoteca Nazionale di Siena, vol. 1, | dipinti

Saint Catherine of Alexandria

© National Gallery of Art, Washington

123



National Gallery of Art

(® NATIONAL GALLERY OF ART ONLINE EDITIONS
Italian Thirteenth and Fourteenth Century Paintings

(23]

(24]

dal Xl al XV secolo (Genoa, 1977), 136—-137 had already noted these
similarities in pose and physiognomic types.

Cf. note 6 above. The greater linearity and expansive volume of the figure in
the panel now in the Pinacoteca Capitolina suggest an earlier date for the
Berenson Magdalene.

Piero Torriti, La Pinacoteca Nazionale di Siena, vol. 1, | dipinti dal XII al XV
secolo (Genoa, 1977), 134-135 (without inventory number).

Millard Meiss, “Ugolino Lorenzetti,” The Art Bulletin 13 (1931): figs. 18, 19;
Andrea Péter, “Ugolino Lorenzetti e il Maestro di Ovile,” Rivista d’arte 13
(1931): fig. 1.

Piero Torriti, La Pinacoteca Nazionale di Siena, vol. 1, I dipinti dal xii al xv
secolo (Genoa, 1977), 134-135. This is the painting that is likely closest
stylistically to the San Cerbone polyptych. However, the daring invention in
the latter, of presenting Saint John immersed in reading and with his face
slightly foreshortened, though anticipated in the polyptych by Lippo Memmi
(Sienese, active 1317/1347) at Casciana Alta near Pisa, should probably be
considered an indication of a slightly later date for the Lucca panel. See
Antonino Caleca, “Tre polittici di Lippo Memmi, un’ipotesi sul Barna e la
bottega di Simone e Lippo, 1,” Critica d’arte 41 (1976): 49-50.

Brigitte Klesse, Katalog der italienischen, franzdsischen und spanischen
Gemdlde bis 1800 im Wallraf-Richartz-Museum (Cologne, 1973), 65—66 (nos.
610-611).

| refer to panels with trapezoidal termination and inner pointed arch with
trefoil moldings, such as the Madonna by Simone Martini (Sienese, active
from 1315; died 1344) at the center of the Orvieto polyptych (Museo Civico)
or the panels of the dispersed polyptych by Lippo Memmi (on which cf. Saint
John the Baptist). The panel by Niccolo di Segna dated 1336 formerly in the
Pieve of Montesiepi must have been of similar type. See James H.
Stubblebine, Duccio di Buoninsegna and His School, 2 vols. (Princeton,
1979), 2: fig. 477.

In his first attempt to reconstruct the chronology of the artist’s catalog,
Millard Meiss (1931) placed the San Cerbone polyptych among the master’s
earliest works, close to 1330. Fern Rusk Shapley (1966, 1979) proposed a
slightly later date of c. 1335, a dating that Antonio Caleca accepted (1981,
1986). Judith De Botton (1983) proposed 1340-1350, Miklés Boskovits (1990)
¢. 1340, Judith Steinhoff-Morrison (1990, 1993, 1996) the mid-1340s, Erling
Skaug (1994) c. 1339-1348, and Angelo Tartuferi (1998) c. 1340. See Millard
Meiss, “Ugolino Lorenzetti,” The Art Bulletin 13 (1931): 376—397; Fern Rusk
Shapley, Paintings from the Samuel H. Kress Collection: Italian Schools,
XIll-XV Century (London, 1966), 54; Fern Rusk Shapley, Catalogue of the
Italian Paintings, 2 vols. (Washington, DC, 1979), 1:270-271; Antonio Caleca,
in Il secolo di Castruccio: Fonti e documenti di storia lucchese, ed. Clara
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Baracchini (Lucca, 1983), 199; Antonio Caleca, “Pittura del Duecento e del
Trecento a Pisa e a Lucca,” in La Pittura in Italia: Il Duecento e il Trecento,
ed. Enrico Castelnuovo, 2 vols. (Milan, 1986), 1:254; Judith De Botton, in L’Art
gothique siennois: Enluminure, peinture, orfévrerie, sculpture (Florence,
1983), 242; Miklés Boskovits and Serena Padovani, The Thyssen-
Bornemisza Collection: Early Italian Painting 1290-1470 (London, 1990), 36,
37 n.13; Judith Steinhoff-Morrison, Bartolomeo Bulgarini and Sienese
Painting of the Mid-Fourteenth Century, 2 vols. (PhD diss., Princeton
University, 1990), 1:192; Judith Steinhoff, “A Trecento Altarpiece
Rediscovered: Bartolommeo Bulgarini’s Polyptych for San Gimignano,”
Zeitschrift flir Kunstgeschichte 56 (1993): 107; Judith Steinhoff-Morrison,
“Bulgarini, Bartolomeo,” in The Dictionary of Art, ed. Jane Turner, 34 vols.
(New York, 1996), 5:164; Erling S. Skaug, Punch Marks from Giotto to Fra
Angelico: Attribution, Chronology, and Workshop Relationships in Tuscan
Panel Painting with Particular Consideration to Florence, c. 1330-1430, 2
vols. (Oslo, 1994) 1:250; and Angelo Tartuferi, in Sumptuosa tabula picta:
Pittori a Lucca tra gotico e rinascimento, ed. Maria Teresa Filieri (Livorno,
1998), 45. The most elaborate motivation for the dating is undoubtedly the
one Steinhoff-Morrison (1990) proposed, though her reasoning was based
(in my view) on partially mistaken premises. We may agree with her when
she declared that the San Cerbone polyptych was later than that formerly in
the Museo di Santa Croce in Florence and the triptych from Fogliano now in
the Pinacoteca Nazionale in Siena. But her proposal to link this latter
altarpiece with a payment made in 1339 for a painting of similar subject
executed for the Palazzo Pubblico in Siena was mere conjecture, nor does it
seem to me that there are sufficient grounds to affirm, as did Steinhoff-
Morrison, that the biccherna panel of 1339 now in the Bibliotheque
Nationale in Paris is earlier in date than the Fogliano triptych. Moreover, her
observation, however subtle, that Bulgarini in the San Cerbone polyptych
(and more precisely in the figures of Saint John and Saint Catherine)
adopted “attributes [of the saints] as podia for their books” (Steinhoff-
Morrison, “Bulgarini, Bartolomeo,” 192) cannot lead to the conclusion that
the motif derived from Pietro Lorenzetti. In particular, her claim that “the
earliest known instance of this device is in the altarpiece of the Beata Umilta
in the Uffizi,” which was executed “by a pupil of Pietro Lorenzetti...probably..
.ca. 1340” (both, 192), is open to question. Apart from the fact that various
reputable scholars recognize this important though unfortunately
dismembered altarpiece (nos. 6120-6126, 6129-6131, and 8437 of the Uffizi
in Florence, and nos. 1077 and 1077A of the Gemaldegalerie in Berlin) as a
fully autograph work by Pietro Lorenzetti, Boskovits’s argument (1988)
placing its date c. 1330-1335 has not so far been repudiated. See Miklés
Boskovits, ed., Friihe italienische Malerei: Gemdldegalerie Berlin, Katalog
der Gemdlde, trans. Erich Schleier (Berlin, 1988), 87-89. It also should not
be forgotten that Simone Martini, in his figure of Saint Mark in the Pisa
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polyptych (1319), had already used the motif in question by letting the lion
support the Evangelist’s book. For a reproduction, see Pierluigi Leone De
Castris, Simone Martini (Milan, 2003), fig. on 176. So there is no terminus
post quem of 1340 for the saints of the San Cerbone polyptych.

TECHNICAL SUMMARY

The painting is on a single-plank wooden support with the grain running vertically.
In 19401941, Stephen Pichetto cradled and probably thinned it (the present
thickness is 1.2 cm). In addition, the top corners of the panel were cut during this
treatment to form the arched shape the panel bears today. However, the top edge
of the panel had already been cut down prior to Pichetto’s treatment, truncating
the arch of the design.[1] A vertical split runs through the entire painting, passing
through the saint’s left eye. The panel was prepared with a layer of gesso, in which
the larger outlines of the figure were incised; the gilding, as usual, has a red bole
layer underneath. The green underpainting is visible in the shadows of the flesh
tones. The paint was thinly applied, with long strokes that follow the contours of

the form.

There are a number of paint losses, especially along the abovementioned split.
Apparently, the hooked spikes embedded in the rim of the wheel also were
damaged: they were probably covered by silver leaf originally;[2] this was later lost
or removed, making inpainting necessary in this area. The painting was cropped
along its upper edge and taken out of its original frame probably in the
seventeenth century.[3] Photographs made before 1905 [fig. 1] show it with the
vertical split clearly visible and some small paint losses along the edges.[4] Another
photo, made around 1930 [fig. 2], illustrates the painting already cleaned and
restored and in a state apparently not very dissimilar to the one following
Pichetto’s treatment, during which the painting was cleaned again and

varnished.[5]
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TECHNICAL COMPARATIVE FIGURES

fig. 2 Archival photograph, c. 1930, Bartolomeo Bulgarini,
Saint Catherine of Alexandria, c. 1335/1340, tempera on
panel, National Gallery of Art, Washington, Samuel H.
Kress Collection. Image: Kunsthistorisches Institut,

fig. 1 Archival photograph, c. 1905, before restoration,

Bartolomeo Bulgarini, Saint Catherine of Alexandria, c.

FI
1335/1340, tempera on panel, National Gallery of Art, orence
Washington, Samuel H. Kress Collection. Image: Adolfo
Venturi, La Galleria Sterbini in Roma: Saggio illustrativo
(Rome, 1906), 35
TECHNICAL NOTES
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(]

Photographs made during Pichetto’s treatment (in NGA conservation files)
show the painting still in its rectangular shape, but with the top edge cut
down.

The NGA scientific research department analyzed the spokes using x-ray
fluorescence spectrometry (XRF). Traces of silver were found in all but one
spectra (analysis completed March 3, 2014, report forthcoming).

Antonio di Brandeglio, Vita di S. Cerbone vescovo di Popolonia e
confessore (Lucca, 1706), 221-222, 300, reported a renovation of the
chapel of the Virgin in the church of San Cerbone in 1669, during which the
Washington panel and its companions (see below) were given a “more
decent framing.” Evidently the reframing entailed the truncation of the upper
part of the arched termination in all panels.

Venturi published a photograph by the Danesi studio (Rome) in 1905 and
1906; here the panel is shown virtually in the same state as in photo no. E—
3562 of the Istituto Centrale per il Catalogo e la Documentazione in Rome.
This latter was probably made in the same year. See Adolfo Venturi, “La
quadreria Sterbini in Roma,” L’Arte 8 (1905): 427, 428 fig. 5; Adolfo Venturi,
La Galleria Sterbini in Roma: Saggio illustrativo (Rome, 1906) 33-34, 35
repro.

The photograph in question, of which a copy is preserved in the
photographic archive of the Kunsthistorisches Institut in Florence, was taken
(according to a handwritten annotation) when the painting was with the
dealer Julius Bohler in Munich.

PROVENANCE

Monastery of San Cerbone, near Lucca, by 1706 until no later than 1845;[1] possibly
Carlo Lasinio [1759-1838] or his son, Giovanni Paolo Lasinio [c. 1796-1855], Pisa;
probably Monsignor Gabriele Laureani [d. 1849], Rome;[2] Giulio Sterbini [d. 1911],

Rome, by 1905; (Pasini, Rome).[3] (Godfroy [sometimes spelled Godefroy] Brauer,

Paris and Nice), by 1921;[4] his estate; (sale, Christie, Manson & Woods, London, 5

July 1929, no. 29); half shares purchased by (Kunsthandel A.G., Lucerne) and

(antique dealer, Amsterdam); sold 18 October 1932 to (Julius Bohler, Munich);[5]

sold 4 September 1937 to (Duveen Brothers, Inc., London, New York, and Paris);[6]
sold 1940 to the Samuel H. Kress Foundation, New York; gift 1943 to NGA. [1] The

church of San Cerbone near Lucca is mentioned for the first time in a document of

1059. Another document, of 1140, also records the Benedictine monastery annexed

to the church. In 1234 the community of nuns assumed the Cistercian rule. They

Saint Catherine of Alexandria

© National Gallery of Art, Washington

128



National Gallery of Art

(® NATIONAL GALLERY OF ART ONLINE EDITIONS
Italian Thirteenth and Fourteenth Century Paintings

abandoned the monastery in 1442, when a community of Franciscan Observants
was established in its place. See Enrico Lombardi, San Cerbone nella leggenda,
nel culto e nell’arte, Massa Marittima, n.d. [c. 1970-1975]: 34-35. Antonio da
Brandeglio (Vita di S. Cerbone Vescovo di Populonia e confessore, Lucca, 1706:
214-218) described the painting as extant in the chapel of the Madonna. Michele
Ridolfi (“Sopra i tre piu antichi dipintori lucchesi dei quali si conoscono le opere:
cenni storici e critici,” Atti dell’Accademia lucchese di scienze, lettere ed arti 13
[1845]: 349-393) does not find the NGA painting; it was probably dispersed after
the 1806 Napleonic suppression of religious orders. [2] David Farabulini (La pittura
antica e moderna e la Galleria del cav. Giulio Sterbini, Rome, 1874), who does not
cite the painting now in Washington, states that the central nucleus of the Sterbini
collection was formed of paintings collected by Monsignor Gabriele Laureani,
custodian of the Biblioteca Vaticana from 1838 to 1849. Laureani is known for
having acquired a large number of “primitives” for what is now the Pinacoteca
Vaticana. Probably this prelate also collected paintings for himself and, following
his death, his collection passed into that of Sterbini. It is also known that Laureani
purchased Tuscan paintings of the fourteenth and fifteenth centuries from Carlo
Lasinio, keeper/curator of the Camposanto in Pisa from 1807, whose collection was
swollen in large part by paintings amassed at the time of the suppression of the
convents in the early nineteenth century. It seems plausible to assume, therefore,
that the panel now in the National Gallery of Art reached Rome through the
intermediary of Carlo Lasinio (who in addition to being an engraver, is known to
have been an art dealer as well as a collector) or his son Giovanni Paolo Lasinio
(see Christopher Lloyd, “A note on Carlo Lasinio and Giovanni Paolo Lasinio,” The
Bodleian Library Record 10 [1978-1982]: 51-57; Donata Levi, "Carlo Lasinio, curator,
collector and dealer," The Burlington Magazine 135 [1993]: 133-148). For the
paintings in the Biblioteca Vaticana with a provenance from the collection of
Lasinio or his son through that of Laureani, see Wolfgang Fritz Volbach, Catalogo
della Pinacoteca Vaticana. Vol. 2. Il Trecento. Firenze e Siena, Vatican City, 1987:
23, 24, 40; Francesco Rossi, Catalogo della Pinacoteca Vaticana. Vol. 3. Il
Trecento. Umbria, Marche, Italia del Nord, Vatican City, 1994: 139, 142. [3] Adolfo
Venturi (“La quadreria Sterbini,” L’Arte 8 (1905): 422-440; La Galleria Sterbini in
Roma, Rome, 1906: no. 6) first mentions the panel, together with two companion
pieces now in the collection of the Pinacoteca Capitolina in Rome, as belonging to
the Sterbini collection, but it had probably been there for several decades by then.
After the collector’s death, at least part of the works formerly belonging to him

passed to the Pasini collection in Rome (Raimond van Marle, The Development of
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the Italian Schools of Painting, 19 vols., The Hague, 1923-1938: 4[1924]:288, 378;
13[1931]:454 n. 1) and, possibly, to other collectors as well. Federico Zeri wrote to
Robert O. Parks that Pasini was the dealer who sold the entire Sterbini collection;
Parks in turn passed this information on to John Walker (letter, Parks to Walker, 27
December 1949, in NGA curatorial files). [4] The painting was in Brauer’s collection
at least by 20 May 1921, when the Paris office of Duveen Brothers describes it in a
letter to their New York office: “A picture of ‘Saint Catherine,” about 18 inches by 14,
which he attributes to Ambrogio Lorenzetti.” The dimensions are more accurate in
their description two years later (31 March 1923): “1 picture ‘St-Catherine of
Alexandria.” Pointed top. Gold background. Red cloak. Large gold plaque on
breast. School of LORENZETTI. About 28 inches high.” Brauer died in December
1923, and Duveen Brothers remained in contact with his widow, Lina Haas Brauer
(1868-1936), although they made no purchases from her. Duveen Brothers Records,
accession number 960015, Research Library, Getty Research Institute, Los
Angeles: reel 82, box 227, folders 26-28, and reel 115, box 260, folder 24 (copies
in NGA curatorial files). [5] Newspaper coverage of the 1929 sale, as well as an
annotated copy of the sale catalogue (copies in NGA curatorial files), record Bohler
as purchaser of the painting. Inventory card no. 164-32, in the Records of Julius
Bohler Munich, Research Library, Getty Research Institute, Los Angeles (copy in
NGA curatorial files), documents instead the 1932 purchase by Boéhler and the half
shares owned by the other dealers. The Lucerne and Munich firms, however, were
intimately connected, as the Lucerne firm had been founded in 1920 by a son of
the founder of the Munich firm. In 1930, Emilio Cecchi (Pietro Lorenzetti, Milan,
1930: 7) stated that the panel of Saint Catherine “e ora passata alla raccolta
Ringling in Monaco.” Fern Rusk Shapley (Catalogue of the Italian Paintings, 2 vols.,
Washington, D.C., 1979: 1:271), as well as the prospectus assembled by Duveen
Brothers (in NGA curatorial files), also speak of an otherwise unspecified Ringling
collection in Munich. However, in view of the fact that the painting had been
publicized as having been purchased by Béhler’s in Munich, the possible new
owner was presumably the circus tycoon John Ringling (1866-1936), who is known
to have used Bohler’s services in building up his art collection (now the Ringling
Museum) in Sarasota, Florida, since the late 1920s. By 1930-1931, however,
Ringling’s collecting had come to a rather abrupt halt as a consequence of the
economic crisis (Peter Tomory, Catalogue of the Italian Paintings before 1800. The
John Ringling Museum of Art, Sarasota, 1976: ix—xiii). Possibly for this reason the
painting never in fact joined the rest of the Ringling collection. Instead, it must have

remained in Europe, and Andrea Péter (“Ugolino Lorenzetti e il Maestro d'Ovile,”
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Rivista d'Arte 13 (1931): 2-44) also cites it as being with Bohler’s, whereas its two

companion pieces were still in a private collection, presumably one of Sterbini’s

heirs. It is noted in the 1929 newspaper coverage that Ringling was a purchaser at

the sale, and perhaps because of this his name was linked with the painting by

mistake. [6] See the Bohler inventory card cited in note 5. The card also notes that

the painting was first sold to Carl Hamilton in May 1937, but was then returned.

Hamilton (1886-1967) was a client of Duveen Brothers; the dealer had offered him a

large collection of Italian paintings on approval by 1920, but Hamilton did not

purchase them and returned the paintings to Duveen the following year. .
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Byzantine 13th Century

Also known as

Anonymous Byzantine 13th Century

BIOGRAPHY

Unsigned works of art, especially those which are hundreds of years old, are
difficult to assign to a particular artist. Works attributed to “Byzantine 13th Century”
are characterized by Byzantine stylistic elements, such as an emphasis on
mysticism and decoration rather than on naturalistic representation. The Byzantine
Empire dates from the founding of Constantinople in AD 330 to its conquest by the
Turks in AD 1453.
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Byzantine 13th Century

Enthroned Madonna and
Child

c. 1250/1275

tempera on poplar panel

painted surface: 124.8 x 70.8 cm (49 1/8 x 27 7/8 in.)
overall: 130.7 x 77.1 cm (51 7/16 x 30 3/8 in.)

framed: 130.5 x 77 x 6 cm (51 3/8 x 30 5/16 x 2 3/8 in.)
Gift of Mrs. Otto H. Kahn 1949.7.1

ENTRY

The painting shows the Virgin seated on an elaborate wooden throne with
openwork decoration. She supports the blessing Christ child on her left arm,
according to the iconographic tradition of the Hodegetria.[1] Mary [fig. 1] is wearing
a purple dress and a deep blue mantle highlighted with brilliant chrysography.
Bearing a scroll in his left hand, the child [fig. 2] is wearing a red tunic fastened
around his waist with a blue fabric belt supported by straps that encircle his
shoulders. This motif perhaps alludes to his sacerdotal dignity.[2] In the upper
corners of the panel, at the level of the Virgin’s head, are two circular medallions
containing busts of archangels [fig. 3], each wearing a garment decorated with a

loros and with scepter and sphere in hand.[3]

Art historians have held sharply different views on not only the attribution of the
painting but also its origin and even its function. Apart from Osvald Sirén’s
attribution to Pietro Cavallini (1918),[4] the critical debate that developed after its
first appearance at a sale in New York in 1915 (where it was cataloged under the
name of Cimabue) almost always considered the painting together with Madonna
and Child on a Curved Throne. For a discussion of the problems surrounding both

panels and some further proposals, see the catalog entry for the latter painting.
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COMPARATIVE FIGURES

fig. 1 Detail of Madonna, Byzantine thirteenth century
(possibly from Constantinople), Enthroned Madonna and
Child, c. 1250/1275, tempera on poplar, National Gallery of
Art, Washington, Gift of Mrs. Otto H. Kahn

Enthroned Madonna and Child
© National Gallery of Art, Washington

fig. 2 Detail of Christ, Byzantine thirteenth century

(possibly from Constantinople), Enthroned Madonna and
Child, c.1250/1275, tempera on poplar, National Gallery of
Art, Washington, Gift of Mrs. Otto H. Kahn
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fig. 3 Detail of archangel, Byzantine thirteenth century

(possibly from Constantinople), Enthroned Madonna and
Child, c.1250/1275, tempera on poplar, National Gallery of
Art, Washington, Gift of Mrs. Otto H. Kahn

NOTES

[1  Ontheiconography of the Hodegetria, cf. Gregor Martin Lechner, “Maria,” in
Reallexikon zur byzantinischen Kunst, ed. Klaus Wesse, 7 vols. (Stuttgart,
2005), 6:59-71. On the cult of the image, see also Christine Angelidi and
Titos Papamastorakis, “The Veneration of the Virgin Hodegetria and the
Hodegon Monastery,” in The Mother of God: The Representation of the
Virgin in Byzantine Art, ed. Maria Vassilaki (Milan and London, 2000), 373—
387.

[2] While the motif of the scroll alluding to Christ as the Word of God (Jn 1:1)
appears frequently, that of the Christ child with a belted waist is less
common; cf. Klaus Wessel, “Buchrolle,” in Reallexikon zur byzantinischen
Kunst, ed. Klaus Wessel, 7 vols. (Stuttgart, 1966), 1:784—795. The belt could
possibly allude to the liturgical dress of the oriental church; cf. Athanasios
Papas, “Liturgische Gewénder,” in Reallexikon zur byzantinischen Kunst, ed.
Klaus Wessel, 7 vols. (Stuttgart, 1995), 5:750-752. Hans Belting, “The
‘Byzantine’ Madonnas: New Facts about Their Italian Origin and Some
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Observations on Duccio,” Studies in the History of Art 12 (1982): 10,
interpreted the motif more functionally as the “belt for carrying the Child.”

[3] These are among the symbols of the power of the Byzantine emperor,
which subsequently became attributes in the representation of angels; cf. D.
I. Pallas, “Himmelsmé&chte, Erzengel und Engel,” in Reallexikon zur
byzantinischen Kunst, ed. Klaus Wessel, 7 vols. (Stuttgart, 1978), 3:26-32, 35
—-40.

[4] Osvald Sirén, “A Picture by Pietro Cavallini,” The Burlington Magazine for
Connoisseurs 32 (1918): 44—-47.

TECHNICAL SUMMARY

The support is a three-member poplar panel [1] with the grain running vertically.
Thinned and cradled during an undocumented treatment,[2] the panel is still set in
part of its original engaged frame, which has probably been reduced from its
original width. The studs decorating the frame molding are original, although they
have been overpainted. The white gesso ground [3] is applied over a fabric that
covers not only the painted surface but also the engaged frame.[4] The gold leaf
was laid over an orange bole. Incised lines were used to outline the figures, and a
green underpainting is visible in the flesh tones. The incised decoration of the
halos apparently was executed freehand, and the additional decoration of the
halos was created by dripping a resinous material onto the gold, as opposed to
punchwork. The panel has a convex warp. A vertical crack runs from the top of the
painting to the Virgin’s nose. Two additional cracks appear on the left side of the
panel, running through the bust of the angel on the left. The join of the two boards
on the right side, passing through the face of the angel, has opened from the top
to the bottom. Worm tunneling is evident both on the surface of the panel and in
the x-radiographs. The painting is in a generally fair state, although there is
inpainting in the various small losses in the gilding overlaying the damages of the
wooden support, as well as some lacunae in the Virgin’s cloak. The head and dress
of the angel to the right and the area of gold ground above the Virgin’s head are
also inpainted. In addition, the inpainting extends to the cloak covering the

Madonna’s head.

Enthroned Madonna and Child 139
© National Gallery of Art, Washington



National Gallery of Art

(® NATIONAL GALLERY OF ART ONLINE EDITIONS
Italian Thirteenth and Fourteenth Century Paintings

TECHNICAL NOTES

[1 The NGA scientific research department analyzed a cross-section of the
wood from the panel and found it to be poplar (report in NGA conservation
files dated December 24, 1985).

[2] The state of the painting in 1915 is illustrated in the sale catalog published in
that year, which shows it unrestored, except for the loss in the gold ground
above the Virgin’s head. Sometime between 1915 and 1917, before it was
sold to Otto Kahn, New York, the work evidently was restored. The various
reproductions published from 1917 on show it much darkened by dust and
opacified varnishes but without paint color losses and presumably already
cradled. Judging from the reproduction given by Walter Felicetti-Liebenfels
in 1956, the picture may have been cleaned again sometime later; Walter
Felicetti-Liebenfels, Geschichte der byzantinischen Ikonenmalerei (Olten,
Lausanne, 1956), 61, pl. 64. Unfortunately, no documentation of these
operations is available.

[3] The NGA painting and scientific research departments analyzed the ground
using polarized light microscopy (PLM) and found it to be calcium sulfate. At
the same time, the pigments were also analyzed using PLM, x-ray
fluorescence spectrometry (XRF), and microchemical tests. The results of
this analysis were published in Ann Hoenigswald, “The ‘Byzantine’
Madonnas: Technical Investigation,” Studies in the History of Art 12 (1982):
25-31.

[4] The NGA scientific research department analyzed a cross-section of the
wood from the frame and found it to be fir (report in NGA conservation files
dated December 24, 1985).

PROVENANCE

Said to have come from a church, or convent, in Calahorra (province of La Rioja,
Spain);[1] (art market, Madrid), in 1912. (Herbert P. Weissberger, Madrid).[2] (Emile
Pares, Madrid, Paris, and New York); (his sale, Anderson Galleries, New York, 18-19
February 1915, 2nd day, no. 306, as by Giovanni Cimabue); (Emile Pares, Madrid,
Paris, and New York);[3] sold 26 November 1915 to (F. Kleinberger & Co., New
York).[4] Otto Kahn [1867-1934], New York, by 1917;[5] by inheritance to his widow,
Addie Wolff Kahn [d. 1949], New York;[6] gift 1949 to NGA. [1] The provenance was
first published as “from the Cathedral of Calahara, Spain” in the 1915 sale catalog of
the Emile Pares collection, and it is repeated with various modifications in the

subsequent literature. Although the Spanish provenance has sometimes been

Enthroned Madonna and Child 140
© National Gallery of Art, Washington



National Gallery of Art

(® NATIONAL GALLERY OF ART ONLINE EDITIONS
Italian Thirteenth and Fourteenth Century Paintings

doubted, NGA Systematic Catalogue author, the late Miklos Boskovits, did not see
any firm basis for such an allegation. He asked why should such an apparently
unlikely provenance be fabricated for a painting considered to be, as was the Kahn
Madonna, the work of an Italian artist, Cimabue or Cavallini. Boskovits considered
speculations like those put forward by August Mayer (“Correspondence,” Artin
America 12 [1924]: 234-235) and James Stubblebine (“Two Byzantine Madonnas
form Calahorra Spain,” The Art Bulletin 48 [1966]: 379-381), linking the arrival of
NGA 1949.7.1 and its companion-piece (NGA 1937.1.1) to Spain with the story of
Anna Constance, widow of the emperor John Ill Ducas Vatatzes (who lived in
Valencia since 1269 and died there in 1313), to be, for the time being, idle. There
could be various other ways to explain the presence of the two paintings at
Calahorra (see Otto Demus, “Zwei Konstantinopler Marienikonen des 13.
Jahrhunderts,” Jahrbuch der Osterreichischen Byzantinischen Gesellschaft 7
[1958]: 93-94); the provenance should, according to Boskovits, be considered valid
until demonstrated otherwise. As Rolf Bagemihl wrote to David Alan Brown (letter
of July 1992, in NGA curatorial files): “There has been a confusion and deprecation
of the Calahorra provenance, but Pares[sic] was a serious collector and it might be
profitable to have some research done on his collection, and right in Calahorra.” [2]
In 1949 Edward B. Garrison (ltalian Romanesque Panel Painting, Florence, 1949:
44, no. 23) included Madrid and Weissberger (Garrison spelled the name
Weissburger) in his provenance of the painting, without including any dates. In
1982 Hans Belting (“The ‘Byzantine’ Madonnas: New Facts about their ltalian
Origins and Some Observations on Duccio,” Studies in the History of Art 12 (1982):
7, 21 n. 2) wrote that the painting had come on the art market in Madrid in 1912, and
that it was Weissberger who claimed the painting had come from Calahorra.
However, according to Belting, Robin Cormack found in Edward B. Garrison’s
papers (at the Courtauld Institute, London) the information that Weissberger had
fabricated the Calahorra provenance, information that Cormack referred to in a
lecture given at Dumbarton Oaks in Washington in 1979. [3] The purchaser at the
Pares sale is recorded as G.W. Arnold in an annotated copy of the sale catalogue
in the NGA Library, as well as in a report on the sale in American Art News (27
February 1915): 7. Arnold is also given as the purchaser of other lots. However,
there is a Pares invoice for the sale of the painting to Kleinberger later in the year
(see note 4), so perhaps Arnold was buying for Pares, and the painting was actually
bought in. Indeed, Osvald Sirén writes about the sale: “Somehow none of the New
York collectors or dealers at that time seems to have grasped the artistic and

historical importance of the work; the bidding was very slow, and the original
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purchaser retained his treasure. When | came to New York about a year later [early
1916] the picture was in the hands of a well known dealer...” (“A Picture by Pietro
Cavallini,” The Burlington Magazine for Connoisseurs 32, no. 179 [February 1918]:
45). [4] The Pares invoice for the sale to Kleinberger describes the painting as
"Vierge[sic] sur pauneau garanté du 13th siecle. provenant de la Cathedrale de
Calahorra" (Kleinberger files in the Duveen Brothers Records, accession number
960015, Research Library, Getty Research Institute, Los Angeles: reel 251, box 396,
folder 5; copy in NGA curatorial files). [5] Kahn owned the painting by the time he
lent it to an exhibition at Kleinberger Galleries that was on view in November 1917.
It has not yet been determined when and from whom Kahn purchased the painting,
although it was possibly from Kleinberger. [6] Although Duveen Brothers asked at
least in 1941 what price Mrs. Kahn would accept for the painting, she specifically
told them it was not for sale and that it was not to be shown to anyone (the dealer
was storing the painting for her); Duveen Brothers Records, accession number
960015, Research Library, Getty Research Institute, Los Angeles: reel 328, box
473, folder 2; copies in NGA curatorial files.

EXHIBITION HISTORY

1917 Loan Exhibition of Italian Primitives, F. Kleinberger Galleries, New York, 1917,
no. 69, repro., as The Madonna and Child by Pietro Cavallini.
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Byzantine 13th Century

Madonna and Child on a
Curved Throne

c. 1260/1280

tempera on linden panel

painted surface: 82.4 x 50.1 cm (32 7/16 x 19 3/4 in.)
overall: 84 x 53.5 cm (33 1/16 x 211/16 in.)

framed: 90.8 x 58.3 x 7.6 cm (35 3/4 x 22 15/16 x 3 in.)
Andrew W. Mellon Collection 1937.1.1

ENTRY

The painting shows the Madonna seated frontally on an elaborate, curved, two-tier,
wooden throne of circular plan.[1] She is supporting the blessing Christ child on her
left arm according to the iconographic tradition of the Hodegetria.[2] Mary is
wearing a red mantle over an azure dress. The child is dressed in a salmon-colored
tunic and blue mantle; he holds a red scroll in his left hand, supporting it on his
lap.[3] In the upper corners of the panel, at the height of the Virgin’s head, two
medallions contain busts of two archangels [fig. 1] [fig. 2], with their garments

surmounted by /oroi and with scepters and spheres in their hands.[4]

It was Bernard Berenson (1921) who recognized the common authorship of this
work and Enthroned Madonna and Child and who concluded—though admitting he
had no specialized knowledge of art of this cultural area—that they were probably
works executed in Constantinople around 1200.[5] These conclusions retain their
authority and continue to stir debate. Of the various alternative proposals
expressed thus far, only those that have considered them the products of a
thirteenth-century Roman or Venetian painter have been definitively abandoned.[6]
Berenson’s opinion of the purely Byzantine figurative culture of the two panels still
commands wide support,[7] even though the dating of the paintings is in general
placed slightly later, c. 1250 or within the second half of the thirteenth century.[8]
George Martin Richter’s view that the master who painted them was a Greek active

at the time of the Norman kings in Sicily remains isolated.[9] But a Sicilian origin is
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still supported by those scholars who follow the opinion of Viktor Lazarev that the
Kahn and Mellon Madonnas were painted in Sicily during the last quarter of the
thirteenth century, by artists who had come from Byzantium or by their local
disciples.[10] Some authorities on Byzantine art doubt, however, that the two
Madonnas in the National Gallery of Art could have been executed by masters of
Byzantine origin.[11] In their view, also endorsed by some experts of Italian
medieval painting, the characteristics of the two panels presuppose patrons with
liturgical needs, iconographic precedents, and cultural traditions consistent with
those of the Latin West. Further, they have asserted that the two paintings
probably were executed in Tuscany.[12] Other scholars have supported the thesis

that the two panels were painted in Cyprus or in Thessaloniki.[13]

Opinions thus vary widely regarding the cultural origin of this painting and the
Enthroned Madonna and Child, but significant convergences can be ascertained
on some points. It seems generally recognized, for example, that the Kahn
Madonna is the earlier of the two images and that it was painted by an artist
trained in Byzantium, although possibly at work far from his homeland, and for
patrons of Western culture. The close stylistic affinities between the two panels are
also commonly recognized, even if the Mellon Madonna is often indicated as the
work of a different hand. In more recent years, however, various scholars have

again proposed their common authorship.[14]

The sudden appearance of the two panels in tandem and their common
provenance from a small Spanish town have been considered strange;[15] indeed,
their alleged provenance from a church in Calahorra is authenticated, as far as |
know, by no document. On the other hand, the fact that at least in 1912 the two
paintings were reported together on the Madrid art market supports a Spanish
provenance or at least makes it probable that they were purchased in Spain,
perhaps even from the same owner. It would seem strange, in any case, to invent a
provenance from Calahorra for paintings allegedly executed by Cimabue or by
Cavallini. Various reasons have been adduced to cast doubt on whether both
panels could have been executed by the same artist. Roger Fry was the first to
emphasize the different structure and pictorial treatment of the two thrones.[16]
Many years later, Hans Belting cited the results of technical examinations by Ann
Hoenigswald in support of his thesis that “most of the analogies which link the
Mellon Madonna to the Kahn Madonna must...be interpreted as a deliberate
attempt by the artist of the former to imitate the latter or a similar work.”[17] Several

scholars have accepted Belting’s conclusions, although it is fair to say that, in order
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to exclude the use of different technical procedures by the same painter, one
would first need the evidence of systematic analyses—hitherto unavailable—of the
pictorial technique of a particular painter in various phases of his career. How can
we exclude a priori the possibility of an artist having developed, or having
experimented with, new solutions, or different technical procedures, in the course
of his career?[18] While we may freely admit that there are some technical
differences in the execution of the two Madonnas in the Gallery, we cannot infer
from this that they are the work of different hands. Still less can any such conviction

dispense us from a careful stylistic analysis of the two images.

The claim is made occasionally that modern restoration drastically altered the
Mellon Madonna. A comparison of photographs taken c. 1920 with those taken in
more recent times proves indeed that modern conservation measures have been
extensive. Yet many parts of the painting that are still clearly legible disclose close
resemblances with Enthroned Madonna and Child. The affinities concern not only
the formal treatment of such details as the faces of the two images of Mary [fig.
3][fig. 4] or the delicately poetic interpretation of the main personages, but also the
high, sustained qualitative level of the execution of both panels, the skilful use of
chrysography to articulate and give relief to the bodies,[19] and some peculiar
incongruities in the perspective of the thrones. In the Kahn Madonna the artist
proposes a rectangular wooden throne with a very elaborate structure and tries to
make it illusionistically credible, not only by the three-dimensional modeling of the
individual components but also by making the right rear leg visible through the
perforations. But he fails to remove incongruities in perspective: while the throne
itself is seen from the left, the four legs are represented as if seen from the other
side. In the Mellon Madonna, apart from the painter’s difficulty in convincingly
rendering the foreshortening of the circular seat, it may be noted once again that
the two front legs are seen from opposite directions: one from the left, the other
from the right. It is difficult to think that all this is merely the consequence of the
painter’s effort to follow his model, not least because the Mellon Madonna is
decidedly not a copy of the other. The two images are in fact different in type and
perhaps also in function. Their common provenance seems to suggest that they
were executed for the same patron but belong to two different phases of the

artist’s career and were intended to satisfy different needs.[20]

Of the comparisons hitherto proposed, the one indicated by Otto Demus, of the
Madonna of the Deesis in the southern gallery of Hagia Sophia, Istanbul [fig. 5], a

mosaic probably executed immediately after the Byzantine reconquest of
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Constantinople in 1261,[21] seems particularly significant in support of the
Constantinopolitan culture of the artist of the two paintings. However, other images
too, whether in the form of frescoes, panels, or miniatures,[22] seem to suggest a
similar origin of the two Madonnas, the execution of which is unlikely to have been
much later than the Deesis in Hagia Sophia. None of the works hitherto compared
with the Byzantine panels in the Gallery in fact seems so close to them as this
mosaic in Hagia Sophia, both in facial type and in the extreme delicacy of the
modeling; this close kinship represents, in my view, the confirmation—despite

frequent denials—of the common authorship of the two paintings.[23]

It is understandable that some decorative forms used in the panels—for example,
the elaborate incised decoration of the halos of the Kahn Madonna and the type of
throne—should have suggested the artist’s contact with Tuscan figurative culture.
But closer analysis will show that the decorative motifs of the halos,[24] as well as
the wooden thrones of the Washington paintings, are well known in Byzantine art.
The genre of the Madonna and Child Enthroned on a monumental scale,
particularly popular in thirteenth-century Tuscany, was also well known in
contemporary central and southern Italian painting and in that of the Venetian and
Adriatic area.[25] Influenced, in its realistic elements, by icons imported from the
various centers of Byzantine art and by products of so-called Crusader art,[26]
these large images were at times commissioned from artists of Byzantine origin
and training: this seems to me the case of the Madonna in the Basilica of San
Nicola at Bari.[27] It seems plausible to suggest a similar origin for the Kahn and
Mellon Madonnas, though these are distinguished from the icon in Bari by the
particular accomplishment of their execution and by their stylistic kinship with
works having at least a probable Constantinopolitan origin. In conclusion,
therefore, while admitting that the origin of these paintings will probably long
remain a bone of contention, the present state of our knowledge suggests that
they were produced in a workshop culturally bound to Constantinople in years not
long before or not long after 1261, the presumed date of the image they most

closely resemble, the mosaic in Hagia Sophia.
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COMPARATIVE FIGURES

fig. 1 Detail of left medallion with archangel, Byzantine

thirteenth century (possibly from Constantinople),
Madonna and Child on a Curved Throne, c. 1260/1280,
tempera on linden, National Gallery of Art, Washington,
Andrew W. Mellon Collection

Madonna and Child on a Curved Throne
© National Gallery of Art, Washington

fig. 2 Detail of right medallion with archangel, Byzantine
thirteenth century (possibly from Constantinople),
Madonna and Child on a Curved Throne, c. 1260/1280,
tempera on linden, National Gallery of Art, Washington,
Andrew W. Mellon Collection
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fig. 4 Detail of Madonna's face, Byzantine thirteenth

fig. 3 Detail of Madonna's face, Byzantine thirteenth century (possibly from Constantinople), Enthroned
century (possibly from Constantinople), Madonna and Madonna and Child, c. 1250/1275, tempera on poplar,
Child on a Curved Throne, c. 1260/1280, tempera on National Gallery of Art, Washington, Gift of Mrs. Otto H.
linden, National Gallery of Art, Washington, Andrew W. Kahn

Mellon Collection
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fig. 5 Detail of Madonna's face, Byzantine second half of
the thirteenth century, Deesis Mosaic of the South Gallery,

¢. 1260/1280, gold and glass mosaic, Hagia Sophia

Museum, Istanbul. © Vanni Archive/Art Resource, NY

NOTES

(1

This type of throne, familiar since late antiquity, had a particular diffusion in
Byzantine representations of the thirteenth century, and Rebecca Corrie
(2000) conjectured that the motif might have had “imperial associations,”
with reference to Solomon’s throne, whose top is described as “round
behind” (1 Kings 10:19). Rebecca Corrie, in The Mother of God:
Representations of the Virgin in Byzantine Art, ed. Maria Vassilaki (Milan
and London, 2000), 438-439. The throne could also allude to the role of
Mary herself as sedes sapientiae, seat of wisdom, since she supports the
Son of God on her lap. See Jaroslav Folda, “Icon to Altarpiece in the
Frankish East: Images of the Virgin and Child Enthroned,” in ltalian Panel
Painting of the Duecento and Trecento, ed. Victor M. Schmidt, Studies in the
History of Art (Washington, DC, and New Haven, 2002), 133-134. On the
throne in general, see llene H. Forsyth, The Throne of Wisdom: Wood
Sculptures of the Madonna in Romanesque France (Princeton, 1972), 134—
203.
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”»

On the iconography of the Hodegetria, cf. Gregor Martin Lechner, “Maria,” in
Reallexikon zur byzantinischen Kunst, ed. Klaus Wessel, 7 vols. (Stuttgart,
2005), 6:59-71. On the cult of the image, see also Christine Angelidi and
Titos Papamastorakis, “The Veneration of the Virgin Hodegetria and the
Hodegon Monastery,” in The Mother of God: The Representation of the
Virgin in Byzantine Art, ed. Maria Vassilaki (Milan and London, 2000), 373—

387.

Rebecca Corrie, in The Mother of God: Representations of the Virgin in
Byzantine Art, ed. Maria Vassilaki (Milan and London, 2000), 438,
emphasized the rarity of the motif of the brilliant red mantle in Marian
representations in Italian medieval art. For the motif of the Christ Child
holding a scroll, see Klaus Wessel, “Buchrolle,” in Reallexikon zur
byzantinischen Kunst, ed. Klaus Wessel, 7 vols. (Stuttgart, 1966), 1:784—795.

Cf. D.l. Pallas, “Himmelsméchte, Erzengel und Engel,” in Reallexikon zur
byzantinischen Kunst, ed. Klaus Wessel, 7 vols. (Stuttgart, 1978), 3:26-32,
35-40.

Bernard Berenson, “Due dipinti del decimosecondo secolo venuti da
Costantinopoli,” Dedalo 2 (1921): 284-304.

Osvald Sirén, “A Picture by Pietro Cavallini,” The Burlington Magazine for
Connoisseurs 32 (1918): 44—47, attributed the Kahn Madonna alone to Pietro
Cavallini. But since then only Raimond van Marle (1921, 1923, 1932)
continued to support the hypothesis that the artist of the two paintings was
Roman and associated with a cosmatesque workshop, though Walter
Felicetti-Liebenfels (1956) also admitted the possibility that the two panels
might have been produced auf rémischen Boden. Edward Garrison (1949),
on the other hand, did not exclude the possibility that the paintings could
have been Venetian in origin. See Raimond van Marle, La peinture romaine
au Moyen-Age (Strasbourg, 1921), 227-228; Raimond van Marle, The
Development of the Italian Schools of Painting, vol. 1, From the 6th until the
End of the 13th Century (The Hague, 1923), 503-505; Raimond van Marle,
Le scuole della pittura italiana, vol. 1, Dal vi alla fine del Xlll secolo (The
Hague, 1932), 519-523; Walter Felicetti-Liebenfels, Geschichte der
byzantinischen Ikonenmalerei (Olten, Lausanne, 1956), 61; Edward B.
Garrison, ltalian Romanesque Panel Painting: An lllustrated Index (Florence,
1949), 44, 48.

The Byzantine figurative culture of the two Madonnas is supported by Pietro
Toesca, Il medioevo, 2 vols., Storia dell’arte italiana 1 (Turin, 1927), 2:1035

n. 39; Emilio Cecchi, Trecentisti senesi (Rome, 1928), 12, 125; Roger Fry, “Mr
Berenson on Medieval Painting,” The Burlington Magazine for Connoisseurs
58, no. 338 (1931): 245; Evelyn Sandberg-Vavala, L’iconografia della
Madonna col bambino nella pittura italiana del Dugento (Siena, 1934), 43—
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44; Helen Comstock, “A Dugento Panel at the Toledo Museum,”
Connoisseur 98 (1936): 231; Helen Comstock, “The Connoisseur in
America,” Connoisseur 126, no. 517 (1950): 52-53; Otto Demus, “Zwei
Konstantinopler Marienikonen des 13. Jahrhunderts,” Jahrbuch der
Osterreichischen Byzantinischen Gesellschaft 7 (1958): 87-104; Otto Demus,
Byzantine Art and the West (New York, 1970), 216—218, 251 n. 147; Karl Maria
Swoboda, “In den Jahren 1950 bis 1961 erschienene Werke zur
byzantinischen und weiteren ostchristlichen Kunst,” Kunstgeschichtliche
Anzeigen 5 (1961-1962): 148; Irmgard Hutter, Early Christian and Byzantine
Art (New York, 1971), 156; Horst Waldemar Janson, History of Art, 2nd ed.
(New York, 1977), 214; Fern Rusk Shapley, Catalogue of the Italian Paintings,
2 vols. (Washington, DC, 1979), 1:96-99; Jaroslav Folda, “The Kahn and
Mellon Madonnas: Icons or Altarpieces?” Center/National Gallery of Art,
Center for Advanced Study in the Visual Arts 7 (1987): 57-58; Annemarie
Weyl Carr, “Byzantines and Italians on Cyprus: Images of Art,” Dumbarton
Oaks Papers 49 (1995): 352 n. 71.

Subsequent to van Marle 1921, the great majority of art historians accepted
this time span for the execution of the two paintings; only Duveen Pictures
1941 and NGA 1941 gave the date as early thirteenth century or, as in Demus
1958, as the first half of the century. John Walker (1963) reaffirmed the
Berensonian date of c. 1200. See Raimond van Marle, La peinture romaine
au Moyen-Age (Strasbourg, 1921), 227-228; Duveen Brothers, Duveen
Pictures in Public Collections of America (New York, 1941), no. 1; National
Gallery of Art, Preliminary Catalogue of Paintings and Sculpture
(Washington, DC, 1941), 31; Otto Demus, “Zwei Konstantinopler
Marienikonen des 13. Jahrhunderts,” Jahrbuch der Osterreichischen
Byzantinischen Gesellschaft 7 (1958): 87-104; John Walker, National Gallery
of Art, Washington, DC (New York, 1963), 64, 65, 297.

George Martin Richter, “The New National Gallery in Washington,” The
Burlington Magazine for Connoisseurs 78 (1941): 177, proposed the paternity
of a “Byzantine master at the court of Norman Kings in Sicily in the twelfth
century” for the Mellon Madonna.

Viktor Nikiti Lazarev, “Early Italo-Byzantine Painting in Sicily,” The Burlington
Magazine for Connoisseurs 63 (1933): 283-284; Viktor Nikiti Lazarev,
Istorija vizantijskoj Zivopisi: V druch tomach (Moscow, 1947—-1948), 192, 351
n. 116; Viktor Nikiti Lazarev, “Constantinopoli e le scuole nazionali alla luce di
nuove scoperte,” Arte veneta 13-14 (1959-1960): 11-13; Viktor Nikiti Lazarev,
Storia della pittura bizantina (Turin, 1967), 318-319, 347 n. 177. The scholar’s
proposal was accepted by Paolo D’Ancona, Les primitifs italiens du Xle au
Xllle siecle (Paris, 1935), 46—47; David Talbot Rice, “Italian and Byzantine
Painting in the Thirteenth Century,” Apollo 31 (1940): 89-90; David Talbot
Rice, Byzantine Painting: The Last Phase (London, 1968), 55; Ferdinando
Bologna, La pittura italiana delle origini (Rome, 1962), 80—-81; Ferdinando

Madonna and Child on a Curved Throne
© National Gallery of Art, Washington

156



National Gallery of Art

(® NATIONAL GALLERY OF ART ONLINE EDITIONS
Italian Thirteenth and Fourteenth Century Paintings

(1

(12]

Bologna, / pittori alla corte angioina di Napoli, 1266—-1414, e un riesame
dell’arte nell’eta fridericiana (Rome, 1969), 22, 247, 354; Rodolfo Pallucchini,
ed., La pittura veneziana del Trecento (Venice, 1964), 71-73; Maria Calj,
“L’arte in Puglia,” Arte antica e moderna 15 (1965): 389; Pina D’Elia and
Michele D’Elia, eds., Icone di Puglia: Catalogo della Mostra (Bari, 1969),

no. 33; Victor leronim Stoichita, Ucenicia Iui Duccio di Buoninsegna
(Bucharest, 1976), 30-34, 149-150; Anna Tambini, Pittura dall’Alto Medioevo
al Tardogotico nel territorio di Faenza e Forli (Faenza, 1982), 32-33;
Pierluigi Leone De Castris, “Pittura del Duecento e del Trecento a Napoli e
nel Meridione,” in La Pittura in Italia: Il Duecento e il Trecento, ed. Enrico
Castelnuovo, 2 vols. (Milan, 1986), 2:463; Pierluigi Leone De Castris, “Sicilia:
Pittura e miniatura,” in Enciclopedia dell’arte medievale, 12 vols. (Rome,
1999), 10:619-620; Maria Pia Di Dario Guida, Icone di Calabria e altre icone
meridionali, 2nd ed. (Messina, 1993), 119, 121; Francesca Campagna Cicala,
“Messina: Scultura, pittura, miniatura e arti suntuarie,” in Enciclopedia
dell’arte medievale, 12 vols. (Rome, 1997), 8:353; Tania Velmans, Vojislav
Kora, and Marica Suput, Bisanzio: Lo splendore dell’arte monumentale
(Milan, 1999), 202.

Only for the Mellon Madonna did Robert Byron and David Talbot Rice (1930)
exclude the possibility that it might have been the work of a Byzantine artist,
while Philip Schweinfurth (1930) and Hans Belting (1982 and 1990) rejected
the hypothesis of Byzantine authorship for both paintings. See Robert Byron
and David Talbot Rice, The Birth of Western Painting (London, 1930), 101 n. 1;
Philipp Schweinfurth, Geschichte der russischen Malerei im Mittelalter (The
Hague, 1930), 377-379; Hans Belting, “Introduzione,” in I/l medio oriente e
I'occidente nell’arte del Xlll secolo, Atti del XXIV congresso internazionale
di storia dell’arte, September 10-18, 1979, ed. Hans Belting (Bologna, 1982),
4-5; Hans Belting, “The ‘Byzantine’ Madonnas: New Facts about Their
Italian Origin and Some Observations on Duccio,” Studies in the History of
Art 12 (1982): 7-22; Hans Belting, Bild und Kult: Eine Geschichte des Bildes
vor dem Zeitalter der Kunst (Munich, 1990), 33, 417, 420.

Sergio Bettini (1954) proposed that the artist of both panels was a Florentine
mosaicist who had been trained in a Byzantine milieu. Though he
considered both panels to have been produced in Constantinople, James H.
Stubblebine (1966) detected in them the influence of Duccio. Belting
(“Introduzione,” 1982) first proposed that the two paintings were executed in
Italy, under the influence of Cimabue and Duccio; later that year (“The
‘Byzantine’ Madonnas”) he conjectured that the Kahn Madonna probably
had been executed in the area of Pisa, whereas the Mellon Madonna was
the work of a local imitator. Hendrik W. van Os, Dillian Gordon, and Hayden
B.J. Maginnis accepted this opinion. Joseph Polzer (1999 and 2002), on the
basis of the incised decoration of the halos of the Kahn Madonna, which he
thought was derived from the halo ornament of Tuscan paintings of the final
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decades of the thirteenth century, asserted that the two panels in the
National Gallery of Art and some others stylistically akin to them were
produced in Tuscany, probably in Siena, in the years 1280-1320. The
decorative repertoire published by Pasut 2003 identified the presence of
the ornamental motif that Polzer had studied in various paintings executed
in Tuscany, and also in other regions of Italy, in the third quarter of the
thirteenth century, while Rebecca Corrie (2005) went further and identified
its diffusion from Russia to Bulgaria and from Cyprus to Sicily, from the early
years of the thirteenth century onwards. Sergio Bettini, “I mosaici dell’atrio di
San Marco e il loro seguito,” Arte veneta 8 (1954): 32, n. 6; James H.
Stubblebine, “Two Byzantine Madonnas from Calahorra, Spain,” The Art
Bulletin 48 (1966): 379-381; Hans Belting, “Introduzione,” in Il medio oriente
e 'occidente nell’arte del Xlll secolo, Atti del XXIV congresso internazionale
di storia dell’arte, September 10-18, 1979, ed. Hans Belting (Bologna, 1982),
4-5; Hans Belting, “The ‘Byzantine’ Madonnas: New Facts about Their
Italian Origin and Some Observations on Duccio,” Studies in the History of
Art 12 (1982): 7-22; Hendrik W. van Os, Sienese Altarpieces 1215-1460:
Form, Content, Function, vol. 1, 1215—-1344 (Groningen, 1984), 23, 26; Dillian
Gordon, “Duccio di Buoninsegna,” in The Dictionary of Art, ed. Jane Turner,
34 vols. (New York, 1996), 9:341; Hayden B.J. Maginnis, Painting in the Age
of Giotto: A Historical Reevaluation (University Park, PA, 1997), 77; Joseph
Polzer, “Some Byzantine and Byzantinising Madonnas Painted during the
Later Middle Ages, 1,” Arte cristiana 87 (1999): 85; Joseph Polzer, “Some
Byzantine and Byzantinising Madonnas Painted during the Later Middle
Ages, 2,” Arte cristiana 87 (1999): 167-182; Joseph Polzer, “The ‘Byzantine’
Kahn and Mellon Madonnas: Concerning Their Chronology, Place of Origin,
and Method of Analysis,” Arte cristiana 90 (2002): 401-410; Francesca
Pasut, A Critical and Historical Corpus of Florentine Painting:
Supplementary Volume, vol. 2, Ornamental Painting in Italy (1250-1310): An
lllustrated Index, ed. Miklés Boskovits, new ed. (Florence, 2003), 125 n. 20;
Rebecca W. Corrie, “The Kahn and Mellon Madonnas and Their Place in the
History of the Virgin and Child Enthroned,” in Images of the Mother of God:
Perceptions of the Theotokos in Byzantium, ed. Maria Vassilaki (Aldershot
and Burlington, VT, 2005), 296.

Aligning himself with those who considered the Mellon and Kahn Madonnas
as the works of two different hands (see also notes 16, 17, and 24), Jaroslav
Folda (1995) argued that the Kahn Madonna was painted by a Greek painter
of Constantinople, whereas its companion panel dated, in his view,
“somewhat later” and was executed in an “as yet undetermined Levantine
location.” See Jaroslav Folda, “The Kahn and Mellon Madonnas: Icon or
Altarpiece?” in Byzantine East, Latin West: Art-Historical Studies in Honor of
Kurt Weitzmann, ed. Doula Mouriki (Princeton, 1995), 501-506. Returning to
the question later (1997, 2001, 2002, 2005), Folda specified Cyprus as the
most probable location for the execution of the Mellon Madonna, though
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not excluding other possible candidates (Frankish Greece, Crusader states).
For her part Rebecca Corrie, having pointed out the Byzantine origin of the
types of throne present in the two versions of the Madonna in the National
Gallery of Art (1985), later came to the conclusion (1996, 2000, 2005) that
“the two Washington panels fit well into Byzantine paintings” and that they
were probably the work of “artists trained at Constantinople or
Thessaloniki.” Jaroslav Folda, in The Glory of Byzantium: Art and Culture of
the Middle Byzantine Era, A.D. 843-1261, ed. Helen C. Evans and William D.
Wixom (New York, 1997), 391, 396—-397; Jaroslav Folda, “Reflections on the
Mellon Madonna as a Work of Crusader Art,” in Dei gesta per Francos:
Etudes sur les croisades dédiées & Jean Richard/Crusade Studies in
Honour of Jean Richard, ed. Michel Balad, Benjamin Kedar, and Jonathan
Riley-Smith (Aldershot and Burlington, VT, 2001), 361-371; Jaroslav Folda,
“Icon to Altarpiece in the Frankish East: Images of the Virgin and Child
Enthroned,” in Italian Panel Painting of the Duecento and Trecento, ed.
Victor M. Schmidt, Studies in the History of Art (Washington, DC, and New
Haven, 2002), 127-129, 131-135, 139; Jaroslav Folda, Crusader Art in the
Holy Land: From the Third Crusade to the Fall of Acre, 1187-1291
(Cambridge, 2005), 457-458, 557; Rebecca W. Corrie, “Tuscan Madonnas
and Byzantine Masters,” in Abstracts and Program Statements for Art
History Sessions: Seventy-Third Annual Meeting, College Art Association of
America, February 14—16, 1985, Los Angeles (Los Angeles, 1985), 46;
Rebecca W. Corrie, “The Perugia Triptych and the Transmission of
Byzantine Maniera Greca,” in Acts: XVIlith International Congress of
Byzantine Studies, vol. 3, Art History, Architecture, Music, ed. Ihor Sevenko,
Gennady G. Litavrin, and Walter K. Hanak (Moscow, 1996), 41; Rebecca
Corrie, in The Mother of God: Representations of the Virgin in Byzantine Art,
ed. Maria Vassilaki (Milan and London, 2000), 438—-439; Rebecca W. Corrie,
“The Kahn and Mellon Madonnas and Their Place in the History of the Virgin
and Child Enthroned,” in Images of the Mother of God: Perceptions of the
Theotokos in Byzantium, ed. Maria Vassilaki (Aldershot and Burlington, VT,
2005), 293-300.

Cf. Luciano Bellosi, Cimabue, ed. Giovanna Ragionieri (Milan, 1998), 58-59,
and Rebecca W. Corrie, “The Kahn and Mellon Madonnas and Their Place in
the History of the Virgin and Child Enthroned,” in Images of the Mother of
God: Perceptions of the Theotokos in Byzantium, ed. Maria Vassilaki
(Aldershot and Burlington, VT, 2005), 299, who considered the two
paintings as having come “from the same workshop” and “realized at about
the same time,” but not by the same artist.

Hans Belting, “The ‘Byzantine’ Madonnas: New Facts about Their Italian
Origin and Some Observations on Duccio,” Studies in the History of Art 12
(1982): 7, 21 n. 3, was the first to insinuate doubts about the provenance
from Calahorra, indicating manuscript notes of E.B. Garrison, not otherwise
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specified, as his source for these doubts. Robin Cormack mentioned these
notes, presumably found in the Garrison archive, now in the Courtauld
Institute in London, during an apparently unpublished lecture given at
Dumbarton Oaks in 1979. In essence, Belting claimed, “the dealer
Weissberger had fabricated this provenance,” i.e., from Calahorra. What
Belting asserted as a certainty is, however, it seems to me, no more than a
suspicion, although often accepted by other scholars, e.g., Jaroslav Folda,
“The Kahn and Mellon Madonnas: Icon or Altarpiece?” in Byzantine East,
Latin West: Art-Historical Studies in Honor of Kurt Weitzmann, ed. Doula
Mouriki (Princeton, 1995), 503; Rebecca W. Corrie, “The Kahn and Mellon
Madonnas and Their Place in the History of the Virgin and Child Enthroned,”
in Images of the Mother of God: Perceptions of the Theotokos in Byzantium,
ed. Maria Vassilaki (Aldershot and Burlington, VT, 2005), 293.

Roger Fry, “Mr Berenson on Medieval Painting,” The Burlington Magazine
for Connoisseurs 58, no. 338 (1931): 245: “The Carl Hamilton picture
[Madonna and Child on a Curved Throne, in comparison with the Kahn
Madonna] seems to be more Byzantine...particularly in the purely linear
treatment of the throne."

Belting’s later scholarship was published alongside a paper by Ann
Hoenigswald (1982), who listed various disparities she observed in the
respective techniques of the two paintings. In the Kahn Madonna, “the flesh
tones seem to have been built upon an underlying green tone which
provides the deepest shadows. This is not apparent...in the Mellon panel,
where the shadow was mixed into the flesh tone.” Moreover, “the shadow
formed by the folds of the blue robe on the Kahn Madonna is implied by the
chrysography.... In the Mellon panel, however, there is a two-toned system
of a lighter and darker blue juxtaposed with gold outline.” According to
Hoenigswald, therefore, the “comparisons of technique...are strong
indications that the panels were not the work of the same artist.” Hans
Belting, “Introduzione,” in Il medio oriente e I'occidente nell’arte del X/l
secolo, Atti del XXIV congresso internazionale di storia dell’arte, September
10-18, 1979, ed. Hans Belting (Bologna, 1982), 4-5; Hans Belting, “The
‘Byzantine’ Madonnas: New Facts about Their Italian Origin and Some
Observations on Duccio,” Studies in the History of Art 12 (1982): 7-22; Ann
Hoenigswald, “The ‘Byzantine’ Madonnas: Technical Investigation,” Studies
in the History of Art 12 (1982): 27, 28, 29.

We do not have at our disposal sufficient data to determine whether, and to
what degree, the technique of a painter of this period could alter in the
course of years or decades.

Though observing differences between the chrysography of the Kahn
Madonna and the Mellon Madonna (in which he detected an “etwas kiihlen
Klassizismus” [a somewhat cool classicism], 91), Otto Demus justly
emphasized that both were characterized by a “Formverstandnis”
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(understanding of form, 93) absent from contemporary ltalian paintings. Otto
Demus, “Zwei Konstantinopler Marienikonen des 13. Jahrhunderts,”
Jahrbuch der Osterreichischen Byzantinischen Gesellschaft 7 (1958): 90-91,
93-94.

Reflecting on the different functions of the two Madonnas in the National
Gallery of Art, Jaroslav Folda (1995) conjectured that the Kahn Madonna was
intended as a large processional icon, whereas the other panel might have
been “one wing of a large diptych for private or public use.” Folda also
confirmed these hypotheses in later contributions, specifying (2002) that the
Kahn Madonna “can be easily understood as a large processional icon that
could have been placed on a proskynetarion or positioned behind an altar
in a Latin church.” Victor M. Schmidt (1996) accepted this proposal, though
he did not exclude that the Mellon Madonna might originally have been a
self-standing icon. According to Rebecca Corrie (2005), “a panel such as the
Mellon Madonna might have been made for private devotion, or even as
part of an iconostasis perhaps,” while the Kahn Madonna, in view of its
considerable size, “could have functioned in a pair of despotic icons.”
Jaroslav Folda, “The Kahn and Mellon Madonnas: Icon or Altarpiece?” in
Byzantine East, Latin West: Art-Historical Studies in Honor of Kurt
Weitzmann, ed. Doula Mouriki (Princeton, 1995), 505-506; Jaroslav Folda,
“lcon to Altarpiece in the Frankish East: Images of the Virgin and Child
Enthroned,” in Italian Panel Painting of the Duecento and Trecento, ed.
Victor M. Schmidt, Studies in the History of Art (Washington, DC, and New
Haven, 2002), 127-128; Victor M. Schmidt, “Die Funktionen der Tafelbilder
mit der thronenden Madonna in der Malerei des Duecento,” Mededelingen
van het Nederlands Instituut te Rome 55 (1996): 60—-63; Rebecca W. Corrie,
“The Kahn and Mellon Madonnas and Their Place in the History of the Virgin
and Child Enthroned,” in Images of the Mother of God: Perceptions of the
Theotokos in Byzantium, ed. Maria Vassilaki (Aldershot and Burlington, VT,
2005), 295.

See Otto Demus, “Zwei Konstantinopler Marienikonen des 13.
Jahrhunderts,” Jahrbuch der Osterreichischen Byzantinischen Gesellschaft
7 (1958): 95-97. Viktor Nikiti Lazarev, Storia della pittura bizantina (Turin,
1967), 198, and others suggested a date in the twelfth century, but a dating
shortly after 1261 is now more prevalent, e.g., Robin Cormack, “The Mother
of God in the Mosaics of Hagia Sophia at Constantinople,” in The Mother of
God: The Representation of the Virgin in Byzantine Art, ed. Maria Vassilaki
(Milan and London, 2000), 118-119; Tania Velmans, “La pittura bizantina:
Mosaici, affreschi, icone, miniature,” in Bisanzio, Costantinopoli, Istanbul, ed.
Tania Velmans (Milan, 2008), 182.

“Selbst wenn die Deesis der Hagia Sophia das einzige erhaltene
Konstantinopler Werk dieser Epoche wére”—rightly observed Demus—
“muisste die Konfrontation mit ihr genligen, um den hauptstadtischen
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Ursprung der Kahn- wie der Mellon-Madonna zweifelsfrei darzutun” (Even if
the Deesis of Hagia Sophia were the only surviving Constantinopolitan work
of the period, a comparison with the Kahn and Mellon Madonnas would be
enough to unequivocally confirm their origins in the capital). Otto Demus,
“Zwei Konstantinopler Marienikonen des 13. Jahrhunderts,” Jahrbuch der
Osterreichischen Byzantinischen Gesellschaft 7 (1958): 97. However, the
same scholar listed some other similar works, including the frescoes in the
Saint Demetrios Cathedral in Vladimir, Russia (1194-1199), in which he saw
the work of both Constantinopolitan masters and their Russian disciples as a
kind of anticipation of some aspects of the art developed in the first
decades of the thirteenth century. For his part, Hans Belting (1982) cited the
Madonna of the Hilandar monastery on Mount Athos and some other later
icons dating to the fourteenth century, though it is fair to say that these
reveal a stylistic phase a good deal more advanced than the panels in the
National Gallery of Art; Hans Belting, “The ‘Byzantine’ Madonnas: New Facts
about Their Italian Origin and Some Observations on Duccio,” Studies in the
History of Art 12 (1982): 10-11. Jaroslav Folda (1995) proposed that “the
Mellon Madonna master must have seen a Byzantine example such as that
in Paris, Bibl. Nat. ms. gr. 54” and thus used as his model the miniatures of
an evangelistary; Jaroslav Folda, “The Kahn and Mellon Madonnas: Icon or
Altarpiece?” in Byzantine East, Latin West: Art-Historical Studies in Honor of
Kurt Weitzmann, ed. Doula Mouriki (Princeton, 1995), 504. But, in his view,
the image in the Gallery especially had close affinities with some Crusader
panel paintings in Cyprus (Madonna and Child and Saint Nicholas with
some scenes from his life, both in the Byzantine Museum at Nicosia). For
other analogous paintings and miniatures, see Rebecca W. Corrie, “The
Kahn and Mellon Madonnas and Their Place in the History of the Virgin and
Child Enthroned,” in Images of the Mother of God: Perceptions of the
Theotokos in Byzantium, ed. Maria Vassilaki (Aldershot and Burlington, VT,
2005), 293-303. The present writer finds significant affinities between the
two Washington panels and some icons preserved in the monastery of Saint
Catherine on Mount Sinai. These paintings are of uncertain provenance, but
they can be assumed to have been executed in the second half of the
thirteenth century and in Constantinople, to judge from their very sustained
quality of execution and accomplished pictorial technique: | refer in
particular to the Archangel Michael, the Archangel Gabriel, and a half-length
Madonna in Prayer. See, respectively, Konstantinos A. Manafis, ed., Sinai:
Treasures of the Monastery of Saint Catherine (Athens, 1990), 170, pl. 41,
Helen C. Evans, ed., Byzantium: Faith and Power (1261-1557) (New Haven,
2004), 384-385, no. 240; Jaroslav Folda, Crusader Art in the Holy Land:
From the Third Crusade to the Fall of Acre, 1187—-1291 (Cambridge, 2005),
222, fig. 126.

Following Fry 1931 and D’Ancona 1935, the proposition that the two
Madonnas might have been produced in the same workshop was explicitly
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(24]

denied by Belting 1982, 1990; Hoenigswald 1982; Folda 1987, 1995, 1997,
2002, 2005; Polzer 1999, 2002; and Kirsch and Levenson 2000. See Roger
Fry, “Mr Berenson on Medieval Painting,” The Burlington Magazine for
Connoisseurs 58, no. 338 (1931): 245; Paolo D’Ancona, Les primitifs italiens
du Xle au Xllle siécle (Paris, 1935), 46—47; Hans Belting, “The ‘Byzantine’
Madonnas: New Facts about Their Italian Origin and Some Observations on
Duccio,” Studies in the History of Art 12 (1982): 7-22; Hans Belting, Bild und
Kult: Eine Geschichte des Bildes vor dem Zeitalter der Kunst (Munich, 1990),
33, 417, 420; Ann Hoenigswald, “The ‘Byzantine’ Madonnas: Technical
Investigation,” Studies in the History of Art 12 (1982): 25-31; Jaroslav Folda,
“The Kahn and Mellon Madonnas: Icons or Altarpieces?” Center/National
Gallery of Art, Center for Advanced Study in the Visual Arts 7 (1987): 57-58;
Jaroslav Folda, “The Kahn and Mellon Madonnas: Icon or Altarpiece?” in
Byzantine East, Latin West: Art-Historical Studies in Honor of Kurt
Weitzmann, ed. Doula Mouriki (Princeton, 1995), 501-510; Jaroslav Folda, in
The Glory of Byzantium: Art and Culture of the Middle Byzantine Era, A.D.
843-1261, ed. Helen C. Evans and William D. Wixom (New York, 1997), 391,
396-397; Jaroslav Folda, “Icon to Altarpiece in the Frankish East: Images of
the Virgin and Child Enthroned,” in ltalian Panel Painting of the Duecento
and Trecento, ed. Victor M. Schmidt, Studies in the History of Art
(Washington, DC, and New Haven, 2002), 123-145; Jaroslav Folda,
Crusader Art in the Holy Land: From the Third Crusade to the Fall of Acre,
1187-1291 (Cambridge, 2005), 457-458, 557; Joseph Polzer, “Some
Byzantine and Byzantinising Madonnas Painted during the Later Middle
Ages, 1,” Arte cristiana 87 (1999): 85; Joseph Polzer, “Some Byzantine and
Byzantinising Madonnas Painted during the Later Middle Ages, 2,” Arte
cristiana 87 (1999): 167-182; Joseph Polzer, “The ‘Byzantine’ Kahn and
Mellon Madonnas: Concerning their Chronology, Place of Origin, and
Method of Analysis,” Arte cristiana 90 (2002): 401-410; Andrea Kirsh and
Rustin S. Levenson, Seeing through Paintings: Physical Examination in Art
Historical Studies (New Haven and London, 2000), 180. It should further be
recalled that Viktor Lazarev (1933, 1947, 1959-1960, 1967) consistently
spoke of two masters as the authors of the Kahn and Hamilton (Mellon)
Madonnas, though he recognized that their figurative culture had a common
source. See Viktor Nikiti Lazarev, “Early Italo-Byzantine Painting in Sicily,”
The Burlington Magazine for Connoisseurs 63 (1933): 283-284; Viktor Nikiti
Lazarev, Istorija vizantijskoj Zivopisi: V druch tomach (Moscow, 1947-1948),
192, 351 n. 116; Viktor Nikiti Lazarev, “Constantinopoli e le scuole nazionali
alla luce di nuove scoperte,” Arte veneta 13—-14 (1959-1960): 11-13; Viktor
Nikiti Lazarev, Storia della pittura bizantina (Turin, 1967), 318-319, 347 n. 117.

See Francesca Pasut, A Critical and Historical Corpus of Florentine Painting:

Supplementary Volume, vol. 2, Ornamental Painting in Italy (1250-1310): An
lllustrated Index, ed. Miklés Boskovits, new ed. (Florence, 2003), 125 n. 20;
Rebecca W. Corrie, “The Kahn and Mellon Madonnas and Their Place in the
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History of the Virgin and Child Enthroned,” in Images of the Mother of God:
Perceptions of the Theotokos in Byzantium, ed. Maria Vassilaki (Aldershot
and Burlington, VT, 2005), 293-303.

Viktor Nikiti Lazarev, “New Light on the Problem of the Pisan School,” The
Burlington Magazine for Connoisseurs 68 (1936): 61-73, followed by Otto
Demus, “Zwei Konstantinopler Marienikonen des 13. Jahrhunderts,”
Jahrbuch der Osterreichischen Byzantinischen Gesellschaft 7 (1958): 93,
placed the Kahn and Mellon Madonnas in relation with the Madonna and
Child Enthroned, no. 240 in the Pushkin Museum in Moscow, which he
considered the work of a Pisan master. In my view, the painting in Moscow
is a precious and rare example of Venetian painting of the third quarter of
the thirteenth century, which, like the later but still thirteenth-century two-
sided panel in the monastery of Santa Maria at Zadar, exemplifies
knowledge and diffusion of this genre in the Venetian and Adriatic regions.
See Miklés Boskovits, A Critical and Historical Corpus of Florentine
Painting, sec. 1, vol. 1, The Origins of Florentine Painting, 1100-1270
(Florence, 1993), 134 n. 284; Miklés Boskovits, Andrei Bliznukov, and
Rodolfo Maffeis, “Studi recenti sulla pittura italiana in Russia: Il nuovo
catalogo del Museo Puskin,” Arte cristiana 92 (2004): 113-114; and Helen C.
Evans, ed., Byzantium: Faith and Power (1261-1557) (New Haven, 2004),
497-498. A throne of very effective perspective rendering and of similar
type also appears in the large panel in the basilica of San Nicola at Bari; it,
too, sometimes is compared with the two paintings in the National Gallery of
Art. See Pina D’Elia and Michele D’Elia, eds., Icone di Puglia: Catalogo della
Mostra (Bari, 1969), no. 33. The Bari icon, which to judge from its style ought
to be the work of a master of Byzantine formation, again dating to the
thirteenth century, is the forerunner of a type of Marian image that would
become very widespread in southern ltaly, as shown for instance by the
Madonna usually attributed to Montano d’Arezzo in the Sanctuary of
Montevergine near Avellino; Ferdinando Bologna, / pittori alla corte
angioina di Napoli, 12661414, e un riesame dell’arte nell’eta fridericiana
(Rome, 1969), 102-107. On the thrones of the Kahn and Mellon Madonnas,
see the analogies quoted by Rebecca W. Corrie, “The Kahn and Mellon
Madonnas and Their Place in the History of the Virgin and Child Enthroned,”
in Images of the Mother of God: Perceptions of the Theotokos in Byzantium,
ed. Maria Vassilaki (Aldershot and Burlington, VT, 2005), 296.

On the relations of the two Washington Madonnas with works of Crusader
art, see in particular Jaroslav Folda, “Icon to Altarpiece in the Frankish East:
Images of the Virgin and Child Enthroned,” in ltalian Panel Painting of the
Duecento and Trecento, ed. Victor M. Schmidt, Studies in the History of Art
(Washington, DC, and New Haven, 2002), 129-138. To the list of panels by
artists of Byzantine formation that depict, perhaps at the request of Western
donors, the full-length Madonna and Child Enthroned, | would add that in
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the Museo Nazionale of Ravenna, cf. Viktor Nikiti Lazarev, Storia della
pittura bizantina (Turin, 1967) fig. 428, and that in the Gemaldegalerie Alte
Meister, Dresden (no. 23), usually left in anonymity and considered of
fourteenth-century date. However, Luciano Bellosi, Cimabue, ed. Giovanna
Ragionieri (Milan, 1998), 116, significantly proposed it as a work of the
“school of Giunta Pisano.”

[27] See note 25 above.

TECHNICAL SUMMARY

The wooden support consists of two linden (tiglio)[1] boards with vertically aligned
grain. The panel has been thinned, and three horizontal battens have been
attached to its back. Wooden margins at the top and two sides show that an
engaged frame may have formed part of its original structure. The gilding is
modern, laid over a red bole with gesso and fabric discontinuous from that beneath
the rest of the painting.[2] Although the technique of execution is essentially similar
in this painting and in the Kahn Madonna, some discrepancies have been
observed in the painting procedure; Ann Hoenigswald (1982) considered this
evidence of “a difference in the training or traditions of the artists” who painted
them.[3] The painted surface has been extensively damaged along the crackle
lines and is generally worn and considerably inpainted. Inpainting can also be
observed in particular in the faces, in the child’s hair, in the acorn-shaped
decorations at the top of the throne, in the chrysography of the draperies, in the
borders and red ground of the medallions, in the green ground plane at the foot of
the throne, and along the join between the two boards forming the support (which
runs vertically between the figure of the Christ child and the face of the angel to
the right). A first treatment of the painting c. 1920, probably including restoration of
the wooden support, must have been followed by a further treatment, shortly

before 1928.[4]

TECHNICAL NOTES

[ The NGA scientific research department analyzed a sample of the wood,
using optical microscopy, and found it to be linden (report dated December
26, 1985, NGA conservation files).

[2] Cross-sections of the gilded area and the painted area were analyzed using

Madonna and Child on a Curved Throne
© National Gallery of Art, Washington

165



National Gallery of Art

(® NATIONAL GALLERY OF ART ONLINE EDITIONS
Italian Thirteenth and Fourteenth Century Paintings

light microscopy and scanning electron microscopy to compare the
preparatory layers. A layer of glue was found beneath the gilded areas,
which is unusual and further indicates that the gold has been replaced. The
NGA scientific research department performed the analysis (report dated
January 6, 2006, NGA conservation files).

[3] Ann Hoenigswald, “The ‘Byzantine’ Madonnas: Technical Investigation,”
Studies in the History of Art 12 (1982): 28.

[4] The reproductions that Berenson published in 1921 illustrate the painting in
different states. The plate showing the whole image proves its damaged
condition, with numerous small lacunae, especially along the edges. This
was evidently the painting’s condition at the time it appeared on the Madrid
art market in 1912. The detail with the bust of the Madonna and Child,
however, documents the result of a subsequent treatment evidently
conducted shortly before the publication. On this occasion the gold ground
was renewed (leaving the halos without decoration), the faces were
retouched, and the decoration on the back of the throne reconstructed.
Possibly this was the restoration mentioned in the Duveen Brothers Records
on January 3, 1920, according to the information collected in 1986 by
Katherine Baetjer of the Metropolitan Museum of Art, New York, when the
Duveen papers were held by that institution (cf. her letter to Jaroslav Folda
of September 16, 1985; copy in NGA curatorial files). By the mid-1920s, by
which time Carl Hamilton had returned the painting to Duveen Brothers (see
Provenance, note 4), a decision had been made to subject it to a more
thorough restoration; it was then that the painting acquired the appearance
it still has. The second intervention must have been realized sometime
before 1928, for in that year Emilio Cecchi reproduced it in its newly
restored state.

PROVENANCE

Said to have come from a church or convent in Calahorra (province of La Rioja,
Spain). Gabriel Dereppes, Madrid;[1] purchased 11 September 1919 by (Duveen
Brothers, Inc., London, New York, and Paris);[2] Carl W. Hamilton [1886-1967], New
York, early 1920s;[3] (Duveen Brothers, Inc., London, New York, and Paris);[4] sold
15 December 1936 to The Andrew W. Mellon Educational and Charitable Trust,
Pittsburgh;[5] gift 1937 to NGA. [1] The provenance from Calahorra, reported for the
first time by Bernard Berenson (“Due dipinti del decimo secondo secolo venuti da
Costantinopoli,” Dedalo 2 (1921): 284-304), and then repeated in the subsequent
literature, has sometimes been doubted, but, according to NGA systematic

catalogue author Miklos Boskovits, not on any good grounds. (See also the
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provenance for NGA 1949.7.1.) Writing from Madrid, Dereppes brought the painting
to the attention of Duveen Brothers in a letter of 25 May 1918; he commented that
he believed it to be by Pietro Cavallini and compared it to the Kahn painting (NGA
1949.7.1) that he had seen in New York. He said the painting at that time was
actually with the Goya critic Aureliano de Beruete y Moret; Duveen Brothers
Records, accession number 960015, Research Library, Getty Research Institute,
Los Angeles: reel 212, box 357, folder 7; copies in NGA curatorial files. [2] Generally
(cf. Fern Rusk Shapley, Catalogue of the Italian Paintings, 2 vols., Washington,
D.C., 1979: 1:96), first Carl Hamilton, and then Duveen Brothers, Inc., are cited as
the owners of the painting, but this order needs to be reversed. It is well known
that the majority of Hamilton’s paintings came from Duveen. According to Meryle
Secrest (Duveen. A Life in Art, New York, 2004: 421, though she confuses the Kahn
and Hamilton Madonnas, both with a provenance from Calahorra), Hamilton agreed
to purchase NGA 1937.1.1 from Duveen Brothers (who had evidently offered the
painting to him) in 1919. This is corroborated by the information on the provenance
of the painting collected by Katherine Baetjer of the Metropolitan Museum of Art,
New York, when the Duveen papers were held by that institution. She reports (in
her letter to Jaroslav Folda of 16 September 1985; copy in the NGA curatorial files)
that the Mellon Madonna “was purchased ... for the Paris branch of Duveen ... on 11
September 1919, as a work of Cavallino.” Duveen Brothers Records, accession
number 960015, Research Library, Getty Research Institute, Los Angeles: reels
8-11, boxes 17-26 (New York Stock Books); reels 36 and 37, boxes 105-109 (Paris
Stock Books); reel 422 (the X-book, 1910-1927). [3] Berenson (1921) reported that
the panel was in the Hamilton collection; evidently it was one of the paintings from
Duveen Brothers with which “Hamilton was furnishing his [New York] city
apartment....on credit” (see Edward Fowles, Memories of Duveen Brothers, London,
1976: 127-129). Indeed, Hamilton refers to the painting as in his possession when
he writes to Joseph Duveen on 21 December 1921, enclosing Stephen Pichetto’s
translation of Berenson 1921; Duveen Brothers Records, accession number
960015, Research Library, Getty Research Institute, Los Angeles: reel 161, box 306
(copy in NGA curatorial files). [4] In 1921 Hamilton declared he was unable to pay
for the paintings furnished to him on credit by Duveen Brothers, Inc., and returned
them, at least in large part (Fowles 1976: 127-129). The panel continued to be cited
in the literature for many years as belonging to Hamilton, but it must have been
returned to the dealer at least by 1923, when it re-appeared in Duveen’s New York
stock books (see the letter of Katherine Baetjer cited in note 2). It was during these

years that the painting must have been subjected to a new restoration, the result of
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which is illustrated by the reproduction in Emilio Cecchi, Trecentisti senesi, Rome,
1928: 12. In the English edition of his study (Studies in Medieval Painting, New
Haven, 1930: 4-16), Berenson described the panel as having previously belonged
to the Hamilton collection. [5] The original bill of sale is in Records of The A.W.
Mellon Educational and Charitable Trust, Subject Files, Box 2, Gallery Archives,
NGA; copy in NGA curatorial files. The provenance "from a convent in Calahorra,

Spain" (see note 1) is given on the invoice.
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Daddi, Bernardo

Also known as
Daddo, Bernardo di
active by 1320, died probably 1348

BIOGRAPHY

Son of Daddo di Simone, Bernardo is recorded for the first time in the registers of
the Arte dei Medici e Speziali when he enrolled in the guild (which also included
artists) between 1312 and 1320.[1] By this date he must have been a firmly
established painter, as the reconstruction of his oeuvre also suggests; presumably,
he had been born by the last decade of the thirteenth century, if not earlier. His
first securely dated work is the signed triptych in the Uffizi, Florence; its inscription
contains not only the artist’'s name but also the year 1328. Recent studies, however,
have assigned various works, also of large dimensions, to previous years, such as
the cycle of frescoes in the chapel of the Pulci and Berardi families in Santa Croce
in Florence; the polyptych of San Martino at Lucarelli (Siena), now in the New
Orleans Museum of Art; and the polyptych divided among the Galleria Nazionale in
Parma, the Museo Lia in La Spezia, and a private collection.[2] Although perhaps
trained in the circle of painters such as Lippo di Benivieni or the Master of San
Martino alla Palma,[3] in the second or the early third decade of the fourteenth
century Bernardo worked in close contact with Giotto’s shop (executing for the
church of Santa Croce, then the preserve of the pupils and followers of the great
master, not only the abovementioned frescoes but also possibly the Parma—La
Spezia polyptych).[4] During the fourth and fifth decades of the century, Daddi’s
shop seems to have produced by preference numerous small but precious panels
destined for private devotion. Among these are the well-preserved and dated
triptychs in the Museo del Bigallo in Florence (1333); the Fogg Art Museum in
Cambridge, Massachusetts (1334); the Pinacoteca Nazionale in Siena (1336); the
National Gallery of Edinburgh (1338); the Courtauld Institute Art Gallery in London
(1338); and the Minneapolis Museum of Art (1339).[5] The artist’s output of
altarpieces for churches also continued to flourish during this period; these include
the polyptych for the Cappella della Cintola (Chapel of the Holy Girdle) in Prato
Cathedral (of which a fragment of the central panel is now in the Robert Lehman
collection, Metropolitan Museum of Art, New York, and the predella in the Museo

Civico in Prato);[6] the huge multipart altarpiece for the high altar of Florence
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Cathedral (dismantled and in part dispersed: most of its panels are now in the
Uffizi, while the predella is scattered between various collections);[7] the polyptych
from Santa Maria Novella in Florence (1344); the Madonna and Child in the
tabernacle of Orsanmichele (1346/1347), again in Florence; and the polyptych for
San Giorgio at Ruballa (1348), the main panels of which are now in the Courtauld

Institute Art Gallery and the fragments of its predella in private collections.[8]

Although at the start of his career his work was influenced by the Giottesque ideals
of severity and solemnity, Bernardo Daddi soon began to express his preference
for a more gentle and lyrical approach. The sacred figures that fill his paintings are
more graceful in behavior and inconstant in character than those populating the
world of Giotto’s close followers. His gifts as an accomplished narrative painter are
best exemplified in the small narrative scenes of his predella panels, where the
most complex actions are recounted with perspicuity and great vivacity. After his
earliest Giottesque phase, Daddi’s works reveal the influence of the former pupil of
Giotto, Taddeo Gaddi, with whom he would establish a relation of collaboration,
and of the Sienese artists Pietro and Ambrogio Lorenzetti, who were frequently
active in Florence between the third and fourth decades of the fourteenth century,
and sculptors such as Tino di Camaino and Andrea Pisano. Richard Offner, the
scholar who has most contributed to our knowledge of the painter, explained that
Bernardo found “small scale suited to his purpose because it includes, within a
limited space, the elements of a happening and can therefore be apprehended in
its interrelations at a single glance.”[9] But even the figures of his panels on a more
monumental scale reveal—albeit below a veil of modesty and discretion—strong
emotions that, together with the luminous chromatic harmonies of his
compositions, would strongly influence and serve as a model for Florentine

painters of the middle decades of the fourteenth century.

[1] Irene Hueck, “Le matricole dei pittori fiorentini prima e dopo il 1320,” Bollettino

d’arte 57 (1972): 115, 119, 120.

[2] Richard Offner, A Critical and Historical Corpus of Florentine Painting: The
Fourteenth Century, sec. 3, vol. 8, Workshop of Bernardo Daddi (New York, 1958),
65-66; Richard Offner and Miklés Boskovits, A Critical and Historical Corpus of
Florentine Painting: The Fourteenth Century, sec. 3, vol. 4, Bernardo Daddi, His
Shop and Following, new ed. (Florence, 1991), 180-185, 425-437. For their dating,
see Miklés Boskovits, A Critical and Historical Corpus of Florentine Painting: The

Fourteenth Century, sec. 3, vol. 9, The Miniaturist Tendency (Florence, 1984), 70.
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[3] On Lippo, see Miklés Boskovits, A Critical and Historical Corpus of Florentine
Painting: The Fourteenth Century, sec. 3, vol. 9, The Miniaturist Tendency
(Florence, 1984), 25-34 , 169-182; on the Master of San Martino alla Palma, see
Richard Offner, A Critical and Historical Corpus of Florentine Painting: The
Fourteenth Century, sec. 3, vol. 5, Bernardo Daddi and His Circle, ed. Miklés
Boskovits, Ada Labriola, and Martina Ingendaay Rodio, new ed. (Florence, 2001), 13
—14, 71-166.

[4] Miklés Boskovits, A Critical and Historical Corpus of Florentine Painting: The
Fourteenth Century, sec. 3, vol. 9, The Miniaturist Tendency (Florence, 1984), 337-
338; Silvia Giorgi, in Galleria Nazionale di Parma, vol. 1, Catalogo delle opere

dall’antico al Cinquecento, ed. Lucia Fornari Schianchi (Milan, 1997), 41-43.

[5] See, respectively, Richard Offner and Miklés Boskovits, A Critical and Historical
Corpus of Florentine Painting: The Fourteenth Century, sec. 3, vol. 4, Bernardo
Daddi, His Shop and Following, new ed. (Florence, 1991), 216—220, 315-321, 262—-
269, 302-304; Richard Offner, A Critical and Historical Corpus of Florentine
Painting: The Fourteenth Century, sec. 3, vol. 8, Workshop of Bernardo Daddi (New
York, 1958), 20-21.

[6] Miklés Boskovits, A Critical and Historical Corpus of Florentine Painting: The
Fourteenth Century, sec. 3, vol. 9, The Miniaturist Tendency (Florence, 1984), 354—
355; Richard Offner, Miklés Boskovits, and Enrica Neri Lusanna, A Critical and
Historical Corpus of Florentine Painting: The Fourteenth Century, sec. 3, vol. 3,

The Works of Bernardo Daddi, new ed. (Florence, 1989), 212-221.

[7] This altarpiece was supposed to have been painted for the church of San
Pancrazio, Florence, where it was seen by Vasari and later sources; Paula Spilner
and Anna Padoa Rizzo discovered its original destination for the Duomo. See
Richard Offner, Miklés Boskovits, and Enrica Neri Lusanna, A Critical and Historical
Corpus of Florentine Painting: The Fourteenth Century, sec. 3, vol. 3, The Works of

Bernardo Daddi, new ed. (Florence, 1989), 231-307.

[8] Richard Offner, A Critical and Historical Corpus of Florentine Painting: The
Fourteenth Century, sec. 3, vol. 5, Bernardo Daddi and His Circle, ed. Miklés
Boskovits, Ada Labriola, and Martina Ingendaay Rodio, new ed. (Florence, 2001),
209-220; Richard Offner, Miklés Boskovits, and Enrica Neri Lusanna, A Critical and
Historical Corpus of Florentine Painting: The Fourteenth Century, sec. 3, vol. 3, The

Works of Bernardo Daddi, new ed. (Florence, 1989), 312-349.
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[9] Richard Offner, Miklés Boskovits, and Enrica Neri Lusanna, A Critical and
Historical Corpus of Florentine Painting: The Fourteenth Century, sec. 3, vol. 3, The

Works of Bernardo Daddi, new ed. (Florence, 1989), 22.
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Bernardo Daddi
active by 1320, died probably 1348

The Crucifixion

c. 1320/1325

tempera on poplar panel

painted surface (including gilded frame): 34.9 x 22.7 cm (13 3/4 x 8 15/16 in.)
overall: 35.5x23.6 x 2.7 cm (14 x 9 5/16 x 11/16 in.)

framed: 40 x 27.9 cm (15 3/4 x 11in.)

Inscription: upper center on the tablet topping the cross: IC . XC (Jesus Christ) [1]

[1] The Greek letters are the commonly used abbreviations of IHCOYC XRICTOC,
the Greek version of the name Jesus with the title Christ, literally the “Anointed
One” (the translation of the Hebrew “Messiah”); Hans Feldbusch,
“Christusmonogramm,” in Reallexikon zur deutschen Kunstgeschichte, edited by
Otto Schmitt and Zentralinstitut fir Kunstgeschichte Miinchen, 10 vols., Stuttgart,

1937-2003: 3(1954):707-720.
Samuel H. Kress Collection 1961.9.2

ENTRY

The panel, which to judge from its proportions and rectangular shape was probably
originally the right shutter of a diptych,[1] shows the Crucifixion, with the kneeling
Mary Magdalene clinging to the cross; to the left, Mary, Mother of Jesus, who
swoons, supported by her arm on the shoulders of one of the holy women on one
side and Saint John on the other;[2] and, to the right, the centurion, a Pharisee, and
a third man, who witness the Crucifixion with arms and eyes raised and seem to
speak to Christ on the cross.[3] To the sides of the cross, against the gold ground,

small angels in flight gather the blood that flows from the Savior’'s wounds.

Mentioned only perfunctorily by art historians, but in general linked to the name of
Bernardo Daddi, the painting in the National Gallery of Art was first introduced to
the literature by F. Mason Perkins (1911) as a “genuine, albeit rather weak little
work” of this artist.[4] Later scholars confirmed the attribution until Richard Offner
declassified the painting in 1930, inserting it among those erroneously attributed to

the master.[5] Osvald Sirén (1917) compared the panel to similar versions of the
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Crucifixion painted by the artist, particularly those in the Galleria dell’Accademia
and Museo Horne in Florence; he judged it an early work,[6] while Raimond Van
Marle (1924) pointed out its affinity with the portable triptych in the Pinacoteca
Nazionale in Siena, dated 1336.[7] Lionello Venturi (1931), however, rejected
Offner’s doubts about the autograph status of the Washington Crucifixion, and
compared the painting with Bernardo’s portable triptych dated 1333 in the Museo
del Bigallo in Florence; Venturi (1933) maintained that the work was actually
superior in quality to the triptych in the Lindenau-Museum in Altenburg,[8] in which
Offner, by contrast, recognized Bernardo’s hand. Further, after Offner (1958) noted
for the first time retouches in various parts of the panel and proposed a
classification “close to the Master of S. Martino alla Palma,” opinions were divided:
Bernard Berenson (1963), followed by Burton Fredericksen and Federico Zeri
(1972), maintained the attribution to Bernardo, while the Gallery (1965, 1968, 1985)
and Fern Rusk Shapley (1966) classified the painting as “attributed to Daddi,” and
Wolfgang Kermer (1967) and later Shapley herself (1979) spoke of “Follower of
Daddi.”[9] The present writer, after having cited the panel as a studio work by the
artist (1984), has since 1989 expressed his conviction that it is a fully autograph
work by Bernardo.[10] Ada Labriola (1999) also accepted this proposal, as did
Laurence Kanter (in correspondence), who noted similarities to the so-called
Master of San Martino alla Palma and pointed out the archaism of the frame carved

in one with the panel support.[11]

The affinities noted by Offner between the Washington Crucifixion and the work of
the Master of San Martino alla Palma are worth underlining, since they throw some
light on Daddi’s beginnings and on the date of this painting. Thought in the past to
be a follower of Bernardo, the Master of San Martino alla Palma is now recognized
to have been at work not after, but at the same time as, Daddi’s initial phase and
had probably begun his activity even earlier.[12] The very fact that he used
freehand incisions with a graving tool, and not punch marks, to decorate the halos
and ornamental borders of his paintings suggests that the Master’s oeuvre did not
extend beyond the third decade of the fourteenth century; it was only after that
date that the use of decorations with punched motifs in the gold ground of panels
began to spread rapidly in Florence.[13] In light of our present knowledge, the very
real similarities to the Master of San Martino alla Palma that Offner observed in our
painting would imply a relatively precocious date for it, which can be extended also
to two other similar compositions from Bernardo’s early phase, one in the Museum
of Fine Arts in Boston [14] and the other, of which only two fragments are known

today, divided between the Staatsgalerie in Stuttgart and the Strossmayer Gallery

The Crucifixion 181
© National Gallery of Art, Washington



National Gallery of Art

(® NATIONAL GALLERY OF ART ONLINE EDITIONS
Italian Thirteenth and Fourteenth Century Paintings

in Zagreb [fig. 1].[15] The affinities of all these paintings with those of the Master of
San Martino alla Palma are undeniable, but the figures’ more elongated
proportions, the more spacious but less rigorously calibrated structure of the
compositions, and the figures’ restrained gestures and ponderous movements
reveal a phase of particular attention to Giottesque models in the development of
the young Daddi.[16] For his part, the Master of San Martino alla Palma, whom
Offner called “a painter of a lyrical sweetness and bird-like volubility,”[17] never
shows any signs of particular interest in Giotto’s figurative world. A motif like the
swooning Madonna, who is supported by one of the holy women and by Saint
John and who seems to be falling forward, as in the panel discussed here and in
the fragment in Zagreb, is absent from numerous other, presumably later versions
of the Crucifixion painted by Bernardo.[18] The passage would seem to suggest
that the panel belongs to a phase of youthful experimentation preceding the dated
examples of 1333. Several stylistic data seem, in my view, to lead to the same
conclusion. Admittedly, in the Washington Crucifixion we no longer find the rigidly
static composition nor the ponderous forms that distinguish the figures in the
phase of Daddi’s closest allegiance to Giottesque models, datable between 1315
and the early 1320s, such as the frescoes in the Pulci and Berardi chapel in Santa
Croce in Florence.[19] Nor do we find in it the spontaneity and immediacy of
communication that characterize the triptych in the Uffizi, Florence, dated 1328,
and that would become increasingly evident in subsequent works by the artist.[20]
The lack of punched motifs, as well as the use of pseudo-Kufic inscriptions in the
marginal decoration of the painting in the Gallery, similarly suggests a dating prior

to ¢. 1330,[21] perhaps within the first half of the third decade.
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COMPARATIVE FIGURES

fig. 1 Bernardo Daddi, Fragment of a Crucifixion, c.

1325/1330, tempera on panel, Strossmayer Gallery, Zagreb

NOTES

[1 Usually the scene of the Crucifixion is shown in the right shutter of diptychs,
flanked by an image of the Madonna and Child; cf. Wolfgang Kermer,
Studien zum Diptychon in der sakralen Malerei: Von den Anféngen bis zur
Mitte des sechzehnten Jahrhunderts, 2 vols. (PhD diss., Eberhardt-Karls-
Universitat, Tibingen, 1967); Victor M. Schmidt, Painted Piety: Panel
Paintings for Personal Devotion in Tuscany, 1250—-1400 (Florence, 2005), 31
—-60.

[2] In representations of the Crucifixion, when the cross is not flanked solely by
the figures of the Virgin Mary and Saint John, arranged on either side of
Christ, Mary and the holy women are represented (as they are here) to the
left of the crucified Christ. The Gospels tell us that Christ on the cross was
accompanied by Mary Magdalene (Matthew 27:56); by Mary, wife of Clopas
(John 19:25); by Mary, mother of James and Joses (Mark 15:40); and by
Salome (Mark 15:40), sometimes identified as the sister of the mother of
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(8]

Jesus (John 19:25).

The centurion who recognizes the dying Jesus as the Son of God (Matthew
27:54; Mark 15:39; Luke 23:47) is a common element in Crucifixion
iconography. But so too are onlookers with long beards and veiled heads,
indicated as Jewish religious leaders, whom the Gospel narratives also
attest to as being present at the Passion of Christ (Matthew 27:4; Mark 15:31;
Luke 23:35).

F. Mason Perkins, “Dipinti italiani nella raccolta Platt,” Rassegna d’arte 11
(191): 1.

Richard Offner, A Critical and Historical Corpus of Florentine Painting: The
Fourteenth Century, sec. 3, vol. 3, Works Attributed to Bernardo Daddi (New
York, 1930), 5.

Galleria dell’Accademia, no. 8563, and Museo Horne, no. 43, both in
Florence; see Osvald Sirén, Giotto and Some of His Followers, trans.
Frederic Schenck, 2 vols. (Cambridge, 1917), 1:168, 270; and Richard Offner
and Miklés Boskovits, A Critical and Historical Corpus of Florentine Painting:
The Fourteenth Century, sec. 3, vol. 4, Bernardo Daddi, His Shop and
Following, new ed. (Florence, 1991), 250-253, 50-54.

No. 60; see Raimond van Marle, The Development of the Italian Schools of
Painting, vol. 3, The Florentine School of the 14th Century (The Hague,
1924), 378; and Richard Offner and Miklés Boskovits, A Critical and
Historical Corpus of Florentine Painting: The Fourteenth Century, sec. 3,
vol. 4, Bernardo Daddl, His Shop and Following, new ed. (Florence, 1991),
316-321.

Lionello Venturi, Pitture italiane in America (Milan, 1931), no. 35; Lionello
Venturi, ltalian Paintings in America, trans. Countess Vanden Heuvel and
Charles Marriott, 3 vols. (New York and Milan, 1933), 1:no. 44. The modern
literature generally recognizes both the dated triptych in the Museo del
Bigallo and the triptych no. 15 in the museum in Altenburg as autograph
works by Daddi; see Richard Offner, Miklés Boskovits, and Enrica Neri
Lusanna, A Critical and Historical Corpus of Florentine Painting: The
Fourteenth Century, sec. 3, vol. 3, The Works of Bernardo Daddi, new ed.
(Florence, 1989), 170-183, 222-227.

Richard Offner, A Critical and Historical Corpus of Florentine Painting: The
Fourteenth Century, sec. 3, vol. 8, Workshop of Bernardo Daddi (New York,
1958), 142; Bernard Berenson, Iltalian Pictures of the Renaissance: Florentine
School, 2 vols. (London, 1963), 1:58; Burton B. Fredericksen and Federico
Zeri, Census of Pre-Nineteenth-Century Italian Paintings in North American
Public Collections (Cambridge, MA, 1972), 63, 290, 646, 665; National
Gallery of Art, Summary Catalogue of European Paintings and Sculpture
(Washington, DC, 1965), 36; National Gallery of Art, European Paintings and
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[10]

(1

[12]

(13]

Sculpture: lllustrations (Washington, DC, 1968), 29; National Gallery of Art,
European Paintings: An lllustrated Catalogue (Washington, DC, 1985), 111;
Fern Rusk Shapley, Paintings from the Samuel H. Kress Collection: Italian
Schools, Xlll-XV Century (London, 1966), 26—27; Wolfgang Kermer, Studien
zum Diptychon in der sakralen Malerei: Von den Anfdngen bis zur Mitte des
sechzehnten Jahrhunderts, 2 vols. (PhD diss., Eberhardt-Karls-Universitat,
Tubingen, 1967), 1:255 n. 48; Fern Rusk Shapley, Catalogue of the Italian
Paintings, 2 vols. (Washington, DC, 1979), 1:155.

Miklés Boskovits, A Critical and Historical Corpus of Florentine Painting: The
Fourteenth Century, sec. 3, vol. 9, The Miniaturist Tendency (Florence 1984),
67 n. 246.

Ada Labriola, “Daddi, Bernardo,” in Allgemeines Kiinstlerlexikon: Die
bildenden Klinstler aller Zeiten und Vélker, ed. Gunter Meikner (Munich,
1999), 23:356-357.

Writing about the Master of San Martino alla Palma in 1947, Richard Offner—
the scholar who initiated and devoted greatest attention to the study of this
artist—placed his output in the second quarter of the fourteenth century,
considering him in essence a follower of Daddi: Richard Offner, A Critical
and Historical Corpus of Florentine Painting: The Fourteenth Century,

sec. 3, vol. 5, Bernardo Daddi and His Circle, ed. Miklés Boskovits, Ada
Labriola, and Martina Ingendaay Rodio, new ed. (Florence, 2001), 73-80.
Only later did Luciano Bellosi point out that the art of this anonymous
master must represent a “proto-Daddesque” episode, to be placed in the
first decades of the century and to be related to the activity of the Master of
the Codex of Saint George. The latter, the most manifestly gothicizing in
style of Florentine artists of the period, is known to have been active in the
years shortly after 1315; cf. Luciano Bellosi, Buffalmacco e il Trionfo della
morte (Turin, 1974), 78; Luciano Bellosi, “Moda e cronologia: B) per la pittura
di primo Trecento,” Prospettiva 11 (1977): 16—17; and Chiara Forzini, in
Bonifacio viii e il suo tempo: Anno 1300 il primo Giubileo, ed. Marina Righetti
Tosti-Croce (Milan, 2000), 151-152. The present writer has conjectured that
the Master of San Martino alla Palma “received his training in the circle of
Lippo di Benivieni around or soon after 1310 and...came into contact with
Daddi only at a later stage”; Miklés Boskovits, A Critical and Historical
Corpus of Florentine Painting: The Fourteenth Century, sec. 3, vol. 9, The
Miniaturist Tendency (Florence, 1984), 67.

According to Erling S. Skaug, Punch Marks from Giotto to Fra Angelico:
Attribution, Chronology, andWorkshop Relationships in Tuscan Panel
Painting with Particular Consideration to Florence, c. 1330-1430, 2 vols.
(Oslo, 1994), 1:34-36, 78-80, the use of punch marks in the decoration of
panel paintings in Florence caught on no earlier than the early 1330s, with
few exceptions. This finding, however, should not be understood as a rigid
terminus post quem; Skaug, in fact, established it only by considering
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[14]

[16]

(17]

securely dated paintings and without taking into account works such as
Giotto’s crucifix in the Church of Ognissanti in Florence or the Pieta of Lippo
di Benivieni in the Museo Civico of Pistoia, both undoubtedly earlier in date
than 1330 and yet furnished with some, albeit partial, punched decoration.
Cf. Giorgio Bonsanti, in Giotto: Bilancio critico di sessant’anni di studi e
ricerche, ed. Angelo Tartuferi (Florence, 2000), 147-150; Miklés Boskovits, A
Critical and Historical Corpus of Florentine Painting: The Fourteenth
Century, sec. 3, vol. 9, The Miniaturist Tendency (Florence, 1984), 174-175.

Museum of Fine Arts, Boston, no. 23.211. Richard Offner and Miklés
Boskovits, A Critical and Historical Corpus of Florentine Painting: The
Fourteenth Century, sec. 3, vol. 4, Bernardo Daddi, His Shop and Following,
new ed. (Florence, 1991), 225-227, classified the painting as a product of
the “close following of Daddi,” but the editors admitted (p. 505) the
authorship of Daddi himself. The painting was later cataloged by Laurence
B. Kanter, ltalian Paintings in the Museum of Fine Arts, Boston, vol. 1, 13th—
15th Century (Boston, 1994), 52-54, as an autograph work by Daddi and
thought to precede the triptych in the Uffizi, Florence, dated 1328.

Richard Offner, A Critical and Historical Corpus of Florentine Painting: The
Fourteenth Century, sec. 3, vol. 8, Workshop of Bernardo Daddi (New York,
1958), 137-140, classified it as “close to the Master of S. Martino alla Palma.”
The fragment now in Stuttgart was acquired by the Staatsgalerie in 1969
(inv. no. 3064), and August Bernhard Rave, ed., Friihe italienische
Tafelmalerei: Vollsténdiger Katalog der italienischen Gemdlde der Gotik
(Stuttgart, 1999), 84—-87, cataloged it as a work by Daddi himself.

Presumably the Giottesque models that influenced the artist during this
phase were of the type of panels of the Crucifixion now in the
Gemaldegalerie in Berlin (no. 1074 A) or that in Strasbourg (no. 167), both of
uncertain date but generally placed in the more recent literature between
the second and third decade. Cf., respectively, Angelo Tartuferi and Daniela
Parenti, in Giotto: Bilancio critico di sessant’anni di studi e ricerche, ed.
Angelo Tartuferi (Florence, 2000), 164165, 170-173. In these works, Daddi
would have ascertained a tendency to populate the compositions with
slender-proportioned figures that express themselves with expansive
gestures, though not devoid of elegance, and in dress characterized by
delicate, close-set, and slightly curving folds. In this phase, too, the
chiaroscuro contrasts in the modeling are attenuated, with effects that have
led some scholars to assign the execution of a good part of the works
produced in Giotto’s shop between c. 1315-1325 to a studio assistant
variously identified under the conventional name “Parente di Giotto” or
“Master of the Stefaneschi Altarpiece.”

Richard Offner, A Critical and Historical Corpus of Florentine Painting: The
Fourteenth Century, sec. 3, vol. 5, Bernardo Daddi and His Circle, ed. Miklés
Boskovits, Ada Labriola, and Martina Ingendaay Rodio, new ed. (Florence,
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(18]

—

2001), 73.

Florentine painters of the early Trecento mainly represented the motif of the
fainting Mary in such a way that the swooning Virgin, held up in the arms of
one of the Marys and Saint John, can barely stand upright; she turns to the
left with bowed head, as if she can no longer bear the sight of her dying
son. See Evelyn Sandberg-Vavala, La croce dipinta italiana e Iiconografia
della Passione (Verona, 1929), 148-151. We find her in this pose in the
various versions of the Crucifixion painted by Giotto (Florentine, c. 1265 -
1337) and also in those by Bernardo Daddi, with the exception of those in
the Museum of Fine Arts in Boston and that formerly in a private collection
in Brussels; in these latter examples, the Madonna seems to be falling not
forward but backward, assuming a pose very different from the more
composed attitude usually shown in similar representations, including the
panels in Washington and Zagreb. See Richard Offner and Miklés Boskovits,
A Critical and Historical Corpus of Florentine Painting: The Fourteenth
Century, sec. 3, vol. 4, Bernardo Daddi, His Shop and Following, new ed.
(Florence, 1991), pls. 17 and 31.

The frescoes were perhaps executed c. 1320; Richard Offner, Miklés
Boskovits, and Enrica Neri Lusanna, A Critical and Historical Corpus of
Florentine Painting: The Fourteenth Century, sec. 3, vol. 3, The Works of
Bernardo Daddi, new ed. (Florence, 1989), 122-145. Other works painted by
Daddi around this date include, we may assume, the polyptych now
dispersed among the Galleria Nazionale in Parma, the Museo Civico
Amedeo Lia in Spezia, and a private collection; the Madonna no. 180 in the
Pinacoteca Vaticana and the Mary Magdalene in a private collection that
originally belonged to the same altarpiece; and the polyptych in the New
Orleans Museum of Art. See Richard Offner and Miklds Boskovits, A Critical
and Historical Corpus of Florentine Painting: The Fourteenth Century,

sec. 3, vol. 4, Bernardo Daddi, His Shop and Following, new ed. (Florence,
1991), 425-436, 133-139, and 189, respectively; and the Madonna Enthroned
in a private collection, on which see Miklés Boskovits, A Critical and
Historical Corpus of Florentine Painting: The Fourteenth Century, sec. 3,
vol. 9, The Miniaturist Tendency (Florence, 1984), 342, pl. 169.

For triptych no. 3073 in the Uffizi, Florence, see Richard Offner, Miklés
Boskovits, and Enrica Neri Lusanna, A Critical and Historical Corpus of
Florentine Painting: The Fourteenth Century, sec. 3, vol. 3, The Works of
Bernardo Daddi, new ed. (Florence, 1989), 110-121. Other works belonging
to the same phase and probably slightly later than the Gallery Crucifixion
might include, for example, the Lucarelli polyptych in the Church of San
Martino in Radda, in Chianti; the Madonna Enthroned in the Church of San
Pietro in Lecore (Signa, near Florence); and the dismantled portable triptych
in the Pinacoteca Vaticana, no. 177-177b. Cf. Richard Offner, A Critical and
Historical Corpus of Florentine Painting: The Fourteenth Century, sec. 3,
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vol. 8, Workshop of Bernardo Daddi (New York, 1958), 66, pl. 11; Richard
Offner and Miklés Boskovits, A Critical and Historical Corpus of Florentine
Painting: The Fourteenth Century, sec. 3, vol. 4, Bernardo Daddi, His Shop
and Following, new ed. (Florence, 1991), 105-107, 63-70.

[21] Erling S. Skaug, Punch Marks from Giotto to Fra Angelico: Attribution,
Chronology, and Workshop Relationships in Tuscan Panel Painting with
Particular Consideration to Florence, c. 1330-1430, 2 vols. (Oslo, 1994), 1:99,
registered the presence of tiny punch marks in Bernardo’s triptych of 1328
and in the undoubtedly earlier Madonna no. 180 in the Pinacoteca Vaticana.
He also observed (110, n. 174) that Saint Paul and a Group of Worshippers in
the National Gallery of Art, generally recognized in the more recent
literature as an autograph work by Bernardo Daddi, is devoid of punch
marks although it is dated 1333. On the problem of Daddi’s use of halo
decorations incised in freehand as late as c. 1333 and its possible
connection with the devastating flood in November 1333, see Erling S.
Skaug, “Bernardo Daddi’s Chronology and Workshop Structure as Defined
by Technical Criteria,” in Da Giotto a Botticelli: Pittura fiorentina tra gotico e
rinascimento; Atti del convegno internazionale Firenze, Universita degli
Studi e Museo di San Marco, May 20-21, 2005, ed. Francesca Pasut and
Johannes Tripps (Florence, 2008), 79-96.

TECHNICAL SUMMARY

The support is a single wooden panel [1] with vertical grain, whose frame was
carved as one with the panel. The panel and the frame were prepared with a fabric
interlayer on which the gesso ground was applied. The gesso was then covered
with a layer of red bole in the area to be gilded. The interface between the painted
and gilded areas was demarcated by incising. Single point punches and incised
patterns were used to create the halos and to decorate the gilding along the
outside edge of the pictorial surface. The paint was applied with the small, discrete
brushstrokes typical of tempera technique and with green underpaint in the flesh
areas. Remnants of silver leaf are evident in the helmet and boots of the centurion

on the right side.

The support has been damaged by woodworm in the past, as is apparent in the x-
radiographs. To address this insecurity and a history of blistering, Stephen Pichetto
cradled the panel in 1944. The gilding, bole, and gesso have been lost along the
outer edges of the frame. The painted surface is generally worn, with many

inpainted losses along the edges of figures, where the paint covers the edges of
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the gold leaf background. The gilded background is well preserved, but the
mordant gilding on the decorative borders of the garments survives only in
remnants. The silver leaf of the centurion’s helmet and boots, also present only as
remnants, has tarnished to black. All shadowed areas in the faces of Christ, Mary
Magdalene, and the Virgin have been reinforced with transparent dark glazes, and
the bridge of Christ’s nose and the shadows of his legs have been reconstructed.
Inpainted losses and highlights can be seen in the profile of the Pharisee on the
right side. The angels’ faces have been reconstructed and their wings generously
inpainted. The garments of the Virgin are very worn. According to records in the
NGA conservation files, Stephen Pichetto performed a “slight cleaning,” inpainted
losses, and revarnished the painting at the time of the cradling in 1944.[2] The

varnish is glossy and slightly yellow.

TECHNICAL NOTES

[ The NGA scientific research department analyzed the wood and found it to
be poplar (report dated January 1990 in NGA conservation files).

[2] See recordin NGA conservation files. Apparently the painted surface was
not significantly treated on this occasion; a “slight cleaning” could refer to a

grime cleaning, a reduction of varnish, or a partial varnish removal.

PROVENANCE

(N. van Slochem, New York) by 1908;[1] sold 1910 to Dan Fellows Platt [1873-1938],
Englewood, New Jersey;[2] sold November 1943 by Trustees of the Platt Estate to
the Samuel H. Kress Foundation, New York;[3] gift 1961 to NGA. [1] Dan Fellows
Platt to Richard Offner; see Offner, A Critical and Historical Corpus of Florentine
Painting, Sec. lll, vol. VIII, New York, 1958: 142. [2] Dan Fellows Platt Papers,
Department of Rare Books and Special Collections, Princeton University, New
Jersey: box 2, folder 23, call number C0O860. The painting was lent by Platt to the
Loan Exhibition of Italian Primitives at F Kleinberger Galleries, New York, in
November 1917. [3] Copies of the documents recording the sale are in NGA
curatorial files; the painting was one of six purchased from the Platt estate and is

listed as “Attributed to Bernardo Daddi.”
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EXHIBITION HISTORY

1915 Loan Exhibition of Italian Primitive Paintings, Fogg Museum of Art,
Cambridge, Massachusettes, 1915, unnumbered checklist.

1917 Loan Exhibition of Italian Primitives, F. Kleinberger Galleries, New York, 1917,
no. 3, repro., as Christ on the Cross by Bernardo Daddi.

1939 Masterpieces of Art. European Paintings and Sculpture from 1300-1800,
New York World's Fair, May-October 1939, no. 72, repro.

1939 Seven Centuries of Painting: A Loan Exhibition at San Francisco, California
Palace of the Legion of Honor, San Francisco, December 1939-January 1940, no.
13.

1946 Recent Additions to the Kress Collection, National Gallery of Art,
Washington, D.C., 1946, no. 795.

BIBLIOGRAPHY

191 Perkins, F. Mason. "Dipinti italiani nella raccolta Platt." Rassegna d’Arte
1 (191): 1.

1914 Brown, Alice van Vechten, and William Rankin. A Short History of Italian
Painting. London and New York, 1914: 65 n. 3.

1914 Sirén, Osvald. "Pictures in America by Bernardo Daddi, Taddeo Gaddi,
Andrea Orcagna and His Brothers, I." Art in America 2 (1914): 264.

1915 Edgell, George Harold. "The Loan Exhibitiion of Italian Paintings in the
Fogg Museum, Cambridge." Art and Archaeology |l, no. 1 (July 1915): 13.

1917 Sirén, Osvald. Giotto and Some of His Followers. 2 vols. Translated by
Frederic Schenck. Cambridge, 1917: 1:168, 270; 2:pl. 147.

1918 Gilman, Margaret. "A Triptych by Bernardo Daddi." Art in America (1918):
213.

1919 Offner, Richard. "ltalian Pictures at the New York Historical Society and
Elsewhere." Art in America 7 (1919): 149.

1923 Marle, Raimond van. The Development of the Italian Schools of Painting.
19 vols. The Hague, 1923-1938: 3(1924):378.

1928 Comstock, Helen. "The Bernardo Daddis in the United States."
International Studio 38 (1928): 21.

1930 Offner, Richard. A Critical and Historical Corpus of Florentine Painting.

The Crucifixion 190
© National Gallery of Art, Washington



National Gallery of Art

(® NATIONAL GALLERY OF ART ONLINE EDITIONS
Italian Thirteenth and Fourteenth Century Paintings

1931
1932

1933

1936

1939

1944

1945

1946

1951

1958

1959

1963

1965

1966

1967

1968

1972

The Fourteenth Century. Sec. lll, Vol. lll: The Works of Bernardo Dad(dli.
New York, 1930: 5.

Venturi, Lionello. Pitture italiane in America. Milan, 1931: no. 35, repro.
Berenson, Bernard. ltalian Pictures of the Renaissance: A List of the
Principal Artists and their Works with an Index of Places. Oxford, 1932:
165.

Venturi, Lionello. ltalian Paintings in America. Translated by Countess
Vanden Heuvel and Charles Marriott. 3 vols. New York and Milan, 1933:
1:no. 44, repro.

Berenson, Bernard. Pitture italiane del rinascimento: catalogo dei
principali artisti e delle loro opere con un indice dei luoghi. Translated
by Emilio Cecchi. Milan, 1936: 142.

Valentiner, Wilhelm R., and Alfred M. Frankfurter. Masterpieces of Art.
Exhibition at the New York World’s Fair, 1939. Official Souvenir Guide
and Picture Book. New York, 1939: no. 32.

Frankfurter, Alfred M. The Kress Collection in the National Gallery. New
York, 1944: 15, repro., as by the Riminese Master.

Paintings and Sculpture from the Kress Collection. National Gallery of
Art, Washington, 1945 (reprinted 1947, 1949): 12, repro., as by Bernardo
Daddi.

Frankfurter, Alfred M. Supplement to the Kress Collection in the National
Gallery. New York, 1946: 21, repro.

Einstein, Lewis. Looking at Italian Pictures in the National Gallery of Art.
Washington, 1951: 23.

Offner, Richard. A Critical and Historical Corpus of Florentine Painting.
The Fourteenth Century. Sec. lll, Vol. VIII: Workshop of Bernardo Daddi.
New York, 1958: 142-143, pl. 38.

Paintings and Sculpture from the Samuel H. Kress Collection. National
Gallery of Art, Washington, 1959: 20, repro., as by Bernardo Daddi.
Berenson, Bernard. ltalian Pictures of the Renaissance. Florentine
School. 2 vols. London, 1963: 1:58.

Summary Catalogue of European Paintings and Sculpture. National
Gallery of Art, Washington, 1965: 36.

Shapley, Fern Rusk. Paintings from the Samuel H. Kress Collection:
Italian Schools, XIlI-XV Century. London, 1966: 25-27, fig. 69.

Kermer, Wolfgang. "Studien zum Diptych in der sakralen Malerei von
den Anfangen bis zur Mitte des sechzehnten Jahrhunderts." 2 vols.
Ph.D. dissertation, Eberhardt-Karls-Universitat, Tibingen, 1967: 1:255 n.
48.

European Paintings and Sculpture: lllustrations (Companion to the
Summary Catalogue, 1965). Washington, 1968: 29, no. 795, repro.
Fredericksen, Burton B., and Federico Zeri. Census of Pre-Nineteenth
Century Italian Paintings in North American Public Collections.
Cambridge, Mass., 1972: 63, 290, 646, 665.

The Crucifixion
© National Gallery of Art, Washington

191



National Gallery of Art

(® NATIONAL GALLERY OF ART ONLINE EDITIONS
Italian Thirteenth and Fourteenth Century Paintings

1975

1979

1984

1985

1989

2001

2008

European Paintings: An lllustrated Summary Catalogue. National Gallery
of Art, Washington, 1975: 90, repro.

Shapley, Fern Rusk. Catalogue of the Italian Paintings. National Gallery
of Art. 2 vols. Washington, 1979: 1:154-155; 2:pl. 109.

Boskovits, Miklés. A Critical and Historical Corpus of Florentine Painting.
The Fourteenth Century. Sec. lll, Vol. 9: The Miniaturist Tendency.
Florence, 1984: 67 n. 246.

European Paintings: An lllustrated Catalogue. National Gallery of Art,
Washington, 1985: 111, repro.

Offner, Richard, Miklés Boskovits, and Enrica Neri Lusanna. A Critical
and Historical Corpus of Florentine Painting. The Fourteenth Century.
Sec. Ill, Vol. lll: The Works of Bernardo Daddi. 2nd ed. Florence, 1989:
67, 391.

Offner, Richard, Miklés Boskovits, Ada Labriola, and Martina Ingendaay
Rodio. A Critical and Historical Corpus of Florentine Painting. The
Fourteenth Century. Sec. Ill, Vol. V: Master of San Martino alla Palma;
Assistant of Daddi; Master of the Fabriano Altarpiece. 2nd ed. Florence,
2001:13 n. 22, 635.
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Bernardo Daddi
active by 1320, died probably 1348

Madonna and Child with
Saints and Angels

c. 1345

tempera on panel

painted surface: 50.2 x 24.2 cm (19 3/4 x 9 1/2 in.)

overall (including engaged frame): 57.1x 30.5 x 2.6 cm (22 1/2 x 12 x 1in.)
Samuel H. Kress Collection 1952.5.61

ENTRY

The painting, which formed the central panel of a portable triptych for domestic
devotion,[1] represents the Madonna and Child, in larger proportions than the other
figures in the composition, seated on a raised throne. The throne is in the form of a
tabernacle or ciborium;[2] its crocketed triangular gable is framed by the inner
trefoil arch of the panel, and its inner canopy is decorated with an azure star-
studded “sky.” Mary supports her child with both hands. The Christ child is holding
a fruit, perhaps a pomegranate,[3] in his left hand and is stretching out his right to
take the small bird perched on a finger of the angel closest to him.[4] The throne is
flanked on both sides by a red seraph and an azure cherub [5] and, below these,
by two pairs of angels, of which the one to the far left plays a shawm—the medieval
precursor of the oboe—and that on the opposite side a psaltery; the concert of
angels is completed by the portative organ and the viol played by two angels
kneeling in the foreground.[6] Of the four saints to the sides of the throne we can
identify, to the left, Apollonia, with a tooth in her hand,[7] and, more doubtfully,
Catherine of Alexandria to the far right,[8] while the six saints in the foreground are

Lucy, John the Baptist, Andrew, Paul, Peter, and Agnes.[9]

The painting has always been recognized as an autograph work by Bernardo
Daddi, to whom Richard Offner (as cited in Sinibaldi and Brunetti 1943) was the first

to attribute it.[10] Subsequently, however, the same scholar (1958) conjectured the
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hand of assistants in its execution, but this proposal has found little or no support
in the more recent literature.[11] Indeed, the only interventions alien to Daddi in the
execution are those of modern restorers. Stylistic affinities have been observed
between the panel in the National Gallery of Art and the triptych dated 1338 [fig.

1] now in the Seilern collection of the Courtauld Institute Gallery in London,[12] and
there are also various shared features of ornamentation. Thus, some of the motifs
punched in the gold ground of the Washington painting are present both in the
Seilern triptych and in other dated works by Daddi of the following year.[13] Similar,
too, are the decoration of the cloth of honor [14] and some aspects of the

garments.[15]

The details in question suggest for our panel a date either close to or probably
slightly after 1340. In this phase the artist tended to add more spaciousness to his
compositions, while his figures gain in grandeur thanks both to their expanded
forms and the amplitude of the mantles that envelop them. At the same time,
however, they become more relaxed in posture, more spontaneous in gesture [fig.
2]. Not only spectators but participants in the action, they confer a certain air of
naturalness on the scene. Typical examples of this interpretive approach are the
female saint in our panel, who with a friendly, caressing gesture rests one hand on
Mary’s throne;[16] the Christ child, who twists impulsively away from his mother to
grasp the small bird that the angel, smiling, is offering to him;[17] and the two
female saints portrayed below this angel and the two angels on the other side of
the throne, who exchange glances, commenting in silent complicity on the child’s
joyful reaction. Other characteristic aspects of this phase in Daddi’s art are a
tendency toward simplification of the drawing: for example, the mantle of Saint
Agnes that falls in an unbroken perpendicular line from head to ground; the
preference for faces drawn in profile; and the clarity of the compositional structure.
The modeling, too, is softer than in Daddi’s previous works, dated before c. 1335,
anticipating developments that would be expressed more powerfully in the last

years of the artist’s life.
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COMPARATIVE FIGURES

fig. 1 Bernardo Daddi, Virgin and Child Enthroned with
Saints, and God in an Attitude of Benediction, 1338,
tempera and gold leaf on panel, Courtauld Institute of Art,
The Courtauld Gallery, London. © The Samuel Courtauld
Trust, The Courtauld Gallery, London

fig. 2 Detail, Bernardo Daddi, Madonna and Child with
Saints and Angels, c. 1340, tempera on panel, National

Gallery of Art, Washington, Samuel H. Kress Collection

NOTES

(1]

The edges of the wooden support and of the engaged frame have been
scraped and smoothed down. Following this operation practically no trace
of the hinges that fastened the shutters to the central panel remain,
although as Laurence Kanter kindly pointed out to me, the concave
channels on the sides of the frame housed rotating columns that secured
the wings of the triptych, as in the Seilern triptych by Bernardo Daddi in the
Courtauld collection in London; see Richard Offner, Critical and Historical
Corpus of Florentine Painting: The Fourteenth Century, sec. 3, vol. 8,
Bernardo Daddl, His Shop and Following (Florence, 1958), 19-21. Not only
the proportions but also the composition and the ornamental decoration
suggest that the panel was the centerpiece of a portable triptych very
similar in form and composition to that in the Courtauld Gallery, which has
images of the Nativity and the Crucifixion in its side panels. Presumably,
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both panels being discussed here and the central panel of the triptych in
London were topped by a triangular gable bearing the image of the
Blessing Christ. Another panel by Bernardo Daddi, very similar to this one in
the National Gallery of Art, must also have originally been the centerpiece of
a triptych: namely, the Madonna and Child now in the Nelson-Atkins
Museum of Art in Kansas City, no. 61.61; see Richard Offner and Miklds
Boskovits, A Critical and Historical Corpus of Florentine Painting: The
Fourteenth Century, sec. 3, vol. 4, Bernardo Daddl, His Shop and Following,
new ed. (Florence, 1991), 297-300. According to Eliot W. Rowlands, the
latter should be reconstructed along the lines of the exemplar in London.
Eliot W. Rowlands, The Collections of the Nelson-Atkins Museum of Art:
Italian Paintings, 1300—-1800 (Kansas City, MO, 1996), 51-52. Evidently,
Daddi’s shop produced several related versions. Madonna and Child with
Angels and Saints in the Pinacoteca Nazionale in Siena (no. 73) seems, both
in iconography and in the arrangement of the figures, almost a facsimile of
the example in Washington. See Richard Offner and Miklés Boskovits, A
Critical and Historical Corpus of Florentine Painting: The Fourteenth
Century, sec. 3, vol. 4, Bernardo Daddi, His Shop and Following, new ed.
(Florence, 1991), 443-446. Further evidence of the success of this
composition is Pietro Nelli’s replication of it in a panel whose whereabouts
are now unknown; it too was formerly the centerpiece of a portable triptych,
for which see Miklés Boskovits, Pittura fiorentina alla vigilia del
Rinascimento, 1370-1400 (Florence, 1975), 417.

In the works by Daddi that can be securely dated to 1338 (National Gallery
of Scotland, Edinburgh, no. 904) and 1339 (Minneapolis Institute of Art,

no. 34.20), the Madonna is sitting on a throne with a tall, gabled but flat
backrest. Yet in the same year as the Edinburgh Madonna (1338), the throne
of the Seilern triptych in the Courtauld Art Gallery, London, is transformed
into a gabled and vaulted ciborium, forming a kind of tabernacle around the
Son of God and his mother. The images of the Madonna sitting on a simpler
tabernacle-shaped throne in a private collection in Germany and in the
National Gallery in Prague could be slightly earlier in date; see Richard
Offner and Miklés Boskovits, A Critical and Historical Corpus of Florentine
Painting: The Fourteenth Century, sec. 3, vol. 4, Bernardo Daddi, His Shop
and Following, new ed. (Florence, 1991), 214-215, 377-380. The tabernacle
throne, however, can be assumed to be an innovative feature of the second
half of the 1330s.

The pomegranate is a well-known symbol of the Church, and also of the
sacrifice and Resurrection of Christ: see Mirella Levi D’Ancona, The Garden
of the Renaissance: Botanical Symbolism in Italian Painting (Florence, 1977),
312-318.

According to Herbert Friedmann, in paintings of the Gothic and Renaissance
periods, small birds in the hand of the Christ child may symbolize the soul,
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[10]

(1

[12]

the Resurrection, the Passion of Christ, or death. Herbert Friedmann, The
Symbolic Goldfinch: Its History and Significance in European Devotional Art
(Washington, DC, 1946), 7-35.

On these representatives of the highest rank of the hierarchies of angels,
see Barbara Bruderer Eichberg, Les neufs choeurs angéliques: Origine et
évolution du theme dans I'art du Moyen dge (Poitiers, 1998), 62—-67.

Howard Mayer Brown and Joan L. Lascelle, Musical Iconography: A Manual
for Cataloguing Musical Subjects in Western Art before 1800 (Cambridge,
MA, 1972).

The customary iconography of Saint Apollonia is to show her with her
symbol of martyrdom: pincers holding an extracted tooth; see George Kaftal,
Saints in Italian Art, vol. 1, Iconography of the Saints in Tuscan Painting
(Florence, 1952), 97-98.

Offner identified the two crowned female saints to the right as Margaret and
Catherine, but the attributes of the crown and the processional cross in the
hand of the former could equally well be adapted to other royal saints, such
as Agatha. Richard Offner, A Critical and Historical Corpus of Florentine
Painting: The Fourteenth Century, sec. 3, vol. 8, Workshop of Bernardo
Daddi (New York, 1958), 16. The identification of the other female saint as
Catherine, the learned saint par excellence, is suggested by the book she
bears in her hand; cf. George Kaftal, Saints in Italian Art, vol. 1, Iconography
of the Saints in Tuscan Painting (Florence, 1952), 225-234.

For the iconography of these saints, cf. respectively George Kaftal, Saints in
Italian Art, vol. 1, Iconography of the Saints in Tuscan Painting (Florence,
1952), 644-650, 549-560, 35-46, 799-816, 7-12.

Giulia Sinibaldi and Giulia Brunetti, eds., Pittura italiana del Duecento e
Trecento: Catalogo della mostra giottesca di Firenze del 1937 (Florence,
1943), 499, no. 157.

Richard Offner, A Critical and Historical Corpus of Florentine Painting: The
Fourteenth Century, sec. 3, vol. 8, Workshop of Bernardo Daddi (New York,
1958), 15-17.

Fern Rusk Shapley observed these affinities, and Eliot W. Rowlands
confirmed them. Fern Rusk Shapley, Paintings from the Samuel H. Kress
Collection: Italian Schools, XllI-XV Century (London, 1966), 26; Fern Rusk
Shapley, Catalogue of the Italian Paintings, 2 vols. (Washington, DC, 1979),
1:154; Eliot W. Rowlands, The Collections of the Nelson-Atkins Museum of
Art: Italian Paintings, 1300—-1800 (Kansas City, MO, 1996), 53. For the Seilern
triptych, see Richard Offner, A Critical and Historical Corpus of Florentine
Painting: The Fourteenth Century, sec. 3, vol. 8, Workshop of Bernardo

Madonna and Child with Saints and Angels
© National Gallery of Art, Washington

197



National Gallery of Art

(® NATIONAL GALLERY OF ART ONLINE EDITIONS
Italian Thirteenth and Fourteenth Century Paintings

[14]

(15]

Daddi (New York, 1958), 19-21, pls. IV, IVa; Courtauld Institute of Art, The
Princes Gate Collection (London, 1981), 10-12; Courtauld Institute of Art, The
Courtauld Gallery at Somerset House (London, 1998), 26-27.

Mojmir S. Frinta (1998) identified punches in the panel in the National Gallery
of Art that recur in various paintings by Daddi, including the two triptychs
dated 1338 and 1339, respectively (cf. note 10) and the Crucifixion in the
Galleria dell’Accademia, Florence, dated 1343. Mojmir Svatopluk Frinta,
Punched Decoration on Late Medieval Panel and Miniature Painting
(Prague, 1998), 382, 411, 444—445. According to Erling S. Skaug, the painting
in the Gallery would be datable “in the mid-forties” on the basis of its
punches. Erling S. Skaug, Punch Marks from Giotto to Fra Angelico:
Attribution, Chronology, and Workshop Relationships in Tuscan Panel
Painting with Particular Consideration to Florence, c. 1330-1430, 2 vols.
(Oslo, 1994), 1:114 n. 186.

Brigitte Klesse found the decorative motifs of fabrics in the panel being
discussed here in paintings in the Metropolitan Museum of Art in New York,
the Frick Museum in Pittsburgh, and the Galleria Sabauda in Turin; see
Brigitte Klesse, Seidenstoffe in der italienischen Malerei des 14.
Jahrhunderts (Bern, 1967), 454; and Richard Offner and Miklés Boskovits, A
Critical and Historical Corpus of Florentine Painting: The Fourteenth
Century, sec. 3, vol. 4, Bernardo Daddi, His Shop and Following, new ed.
(Florence, 1991), 84-86, 233-238, 293-296. These are all undated works,
but on stylistic grounds should be placed in the period 1330-1335 and
beyond.

Useful clues for the dating are the garments of the young female saints with
their striking décollété and wide manicottoli—the tight-fitting sleeves of their
dresses, which widen considerably at the elbows and hang down to their
thighs. On the basis of these fashionable elements of court dress of the
period, Luciano Bellosi suggested a dating of the panel being discussed
here to the late 1330s or slightly beyond. Luciano Bellosi, “Moda e
cronologia: A) gli affreschi della Basilica Inferiore di Assisi,” Prospettiva 10
(1977): 21-31; Luciano Bellosi, “Moda e cronologia: B) per la pittura di primo
Trecento,” Prospettiva 11 (1977): 12-27.

By the thirteenth century, and hence also in works by Giotto and other
masters of the early Trecento, the angels often lay one hand with a gesture
of familiarity on Mary’s throne, or grasp it, giving the impression that they
have just brought it before the onlooker or are about to take it away.
Bernardo Daddi, on the other hand, emphasized the emotional contact
between the sacred group and the saints and angels who surround it. One
of the group rests his hand on the throne (as in the small panels in the
Museo Horne in Florence, the Norton Simon Museum in Pasadena, the
Museum in Kansas City, etc.), while some of the angels enter in a playful
rapport with the child. See Richard Offner and Miklés Boskovits, A Critical
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and Historical Corpus of Florentine Painting: The Fourteenth Century,
sec. 3, vol. 4, Bernardo Daddi, His Shop and Following, new ed. (Florence,
1991), pls. I, HlI, XXXIX.

[17] Though expressed with great discretion, the motion of the slightly parted
lips and the slight contraction of the muscles around the eyes seem
deliberately to confer a joyful, smiling expression on the personages,
abandoning the formula of serene but regal composure that hitherto had
almost always seemed to be considered appropriate to images of the
Madonna and saints in Florence. On the theme of the smile in religious
painting of the period, a little investigated aspect, cf. Jan Svanberg, “The
Gothic Smile,” in Kiinstlerischer Austausch: Akten des xxviii. Internationalen
Kongresses flir Kunstgeschichte, Berlin, July 15-20, 1992, ed. Thomas W.
Gaehtgens (Berlin, 1993), 2:357-370.

TECHNICAL SUMMARY

The painting was executed on a single plank of wood, 2.6 cm thick with vertical
grain. The outer edges of the wooden support and of the engaged frame, which
were originally covered with gesso, have been scraped and smoothed down. Long,
red, concave channels were cut into the outer edges on both sides of the frame,
from the base to the spring of the arch. A continuous layer of gesso was applied to
the front of the panel, including the colonettes and molding, and to the back of the
panel, which was then covered with dark red paint. Areas to be gilded were
prepared with red bole. The gold ground was embellished with punch marks in the
halos and around the edges of the arched termination of the painted surface. The
figures were placed on the panel by incising their outlines into the wet gesso. The
paint was applied with discrete brushstrokes, with green underpainting in the flesh

areas. The trim on the robes was mordant gilded.

The panel has not been thinned and retains its original reverse coating. In spite of
the coating, the panel has a convex warp. A blackened hollow area at the bottom
of the frame on the left side may be the result of a candle burn. By the mid-1930s,
the panel appeared much darkened by dust and opacified varnishes, and the face
of the Virgin had been heavily inpainted, while some areas of the painted surface
appeared worn.[1] Mario Modestini treated the panel in ltaly in 1948.[2] The paint
layer is somewhat abraded, especially in the Madonna’s face and the Christ child.
There is some inpainting in the shadowed portions of some of the figures’ blue

robes, in the profile of Saint Paul, and in the face of the female saint (Margaret?)
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standing close to the throne on the right side.[3]

TECHNICAL NOTES

(1

The painting is reproduced in this state in the Brogi photograph no. 26084,
as well as in the reproduction in Sinibaldi and Brunetti 1943, according to
whom “il viso della Madonna e completamente ridipinto e vi sono qua e la
svelature” (the face of the Madonna is completely repainted, and there are
abrasions here and there). Giulia Sinibaldi and Giulia Brunetti, eds., Pittura
italiana del Duecento e Trecento: Catalogo della mostra giottesca di
Firenze del 1937 (Florence, 1943), 498-499. See also Richard Offner, A
Critical and Historical Corpus of Florentine Painting: The Fourteenth
Century, sec. 3, vol. 8, Workshop of Bernardo Daddi (New York, 1958), 15—
17, pl. 11l

According to Roberto Longhi’s handwritten expertise of March 20, 1950
(copy in NGA curatorial files), “questa anconetta...era gravemente offuscata
da un cattivo restauro...ora...una intelligente pulitura ha ricuperato la pittura
originale” (this little tabernacle...was gravely compromised by a bad
restoration...now...an intelligent cleaning has recovered the original
painting). The provider of the “intelligent cleaning” was, as Fern Rusk
Shapley (1979) pointed out, Mario Modestini, in ltaly; see Fern Rusk Shapley,
Catalogue of the Italian Paintings, 2 vols. (Washington, DC, 1979), 1:154.
NGA conservation department files have a Kress Restoration Record that
noted that Modestini cleaned and restored the painting in ltaly in 1948
before acquisition. Longhi’s opinion may be somewhat too optimistic. In fact,
Richard Offner (1958), who noted that the “painting was cleaned in 1951,”
criticized the reconstruction of the Virgin’s face for its “unseemly expression
of spurious suggestiveness.” In Offner’s opinion other areas of the painting
were also, “with small exception,” retouched. See Richard Offner, A Critical
and Historical Corpus of Florentine Painting: The Fourteenth Century,

sec. 3, vol. 8, Workshop of Bernardo Daddi (New York, 1958), 16.

Describing the state of the painting when Mario Modestini treated it in 1948,
Dianne Dwyer Modestini wrote (2003): “The right side of the Madonna’s
face as it turns into the shadow is completely missing. The original gesso
was present but there was no verdaccio, or underdrawing.... The eye is
totally missing. All the drapery passages were severely worn.” Dianne
Dwyer Modestini, “Imitative Restoration,” in Early Italian Paintings:
Approaches to Conservation; Proceedings of a Symposium at the Yale
University Art Gallery, April 2002, ed. Patricia Sherwin Garland (New Haven,
2003), 215.
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PROVENANCE

According to a tradition reported by a previous owner, Virgoe Buckland, the panel
comes from the Vallombrosa abbey near Florence and in 1872 it was given by the
abbot to the painter and restorer J. Stark;[1] purchased from Stark by Sir Henry
Doulton [1820-1897];[2] his heirs;[3] by inheritance to Commander Virgoe Buckland
[d. 1949], Hove, Sussex;[4] (sale, Sotheby’s, London, 2 November 1949, no. 76, as
by Bernardo Daddi); (Mannenti), probably the agent for (Count Alessandro Contini-
Bonaccossi, Florence); sold July 1950 to the Samuel H. Kress Foundation, New
York;[5] gift 1952 to NGA. [1] Richard Offner (A Critical and Historical Corpus of
Florentine Painting. Sec. Ill, vol. VIll. New York, 1958: 16) provides the early
provenance, which had been communicated to him by Buckland. After a first
suppression in 1808, the expelled monks were able to return to Vallombrosa,
which was already deprived of its archive, library, and works of art. In 1866,
however, the abbey was suppressed for good and some years later its church
transformed into the parish church. See Nicola R. Vasaturo, Guido Morozzi,
Guiseppe Marchini, and Umberto Baldini, Vallombrosa nel IX centenario della
morte del fondatore Giovanni Gualberto. 12 luglio 1703, Florence, 1973: 141-143.
The abbot in those years, from 1867 to 1877, was Germano Gai, who, indeed, may
have owned the painting, and taken it with him when he was obliged to leave the
abbey. On Gai see Francesco Tarani, L’ordine vallombrosano. Note storico —
cronologiche, Florence, 1920: 28, 151-152. The identity of "J. Stark" is uncertain.
Possibly he may have been Arthur James Stark (1831-1902), a landscape painter;
see Allgemeines Lexikon der bildenden Kiinstler von der Antike bis zur
Gegenwart., ed. Ulrich Thieme, Felix Becker, and Hans Vollmer, 37 vols., Leipzig,
1907-1950 (reprinted 1970-1971): 31(1937):478. [2] Sir Henry Doulton was
instrumental in developing the firm of Royal Doulton Pottery and served as vice
president of the Society of Art in London; see The Dictionary of National Biography
, London, 1906: 358. [3] Offner 1958, 16 (and repeated by later authors), says
Doulton bequeathed the painting to “his daughter, Mrs. Buckland.” However,
Doulton's daughters were Sarah Lilian, who married John Kinnersley Hooper, and
Katherine Duneau, who was unmarried. "Mrs. Buckland" would have been one of
Doulton's two younger sisters, either Jane (1824-1892), who married Thomas
Buckland, or Marianne (1829-by 1895), who married Virgoe Buckland (1825-1883).

Virgoe Buckland and Henry Doulton were the executors of the will of Henry's
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father, John Doulton (1793-1873), and in that document Virgoe Buckland is
described as an "auctioneer and surveyor" (will made 22 February 1873; John
Doulton died 21 May 1873; will proved 29 October 1873; copy in NGA curatorial
files). In his will Henry Doulton bequeaths "all my furniture books pictures prints
musical instruments works of art...unto my Trustees Upon trust to divide the same
in equal shares as nearly as they can having regard to the money value thereof
between such of them my said son and two daughters as shall survive me." (See
the copy of the will [proved 7 January 1898] and information about the Doulton and
Buckland families, in NGA curatorial files.) [4] The relationship of Commander
Virgoe Buckland to Henry Doulton's daughters and sisters has not yet been
determined. Commander Buckland died 8 May 1949, and his estate consigned the
painting to the sale in November of that year. His will (proved 12 August 1949; copy
in NGA curatorial files) leaves money to various "cousins," including several with
the surname Buckland and Doulton. Other than his wearing apparel, no specific
possessions are itemized. [5] “Mannenti” is the name recorded as the buyer at the
1949 sale. The Kress Foundation made an offer to Contini-Bonacossi on 17 June
1950, for a group of 125 paintings and one sculpture, including NGA 1952.5.61. The
offer was accepted on July 1, and the works of art were released to the foundation
on July 6 after the first payment was received. See copies of correspondence in

NGA curatorial files.

EXHIBITION HISTORY

1937 Mostra Giottesca, Palazzo degli Uffizi, Florence, 1937, no. 165A (no. 157 in
the 1943 catalogue of the exhibition, edited by Sinibaldi and Brunetti).

1949 Possibly loan to display with permanent collection, Hove Museum and Art
Gallery, England (according to 1949 sale catalogue).[1]

2012 Florence at the Dawn of the Renaissance: Painting and lllumination, 1300-
1350, J. Paul Getty Museum, Los Angeles; Art Gallery of Ontario, Toronto, 2012-
2013, not in catalogue (shown only in Toronto).

EXHIBITION HISTORY NOTES
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[1] See the Provenance of the painting for details about the 1949 sale. The Hove

Museum is now unable to locate a record of the painting being lent to them (e-

mail, 6 June 2011, Karen Wraith to Anne Halpern, in NGA curatorial files).
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Bernardo Daddi
active by 1320, died probably 1348

Saint Paul and a Group of
Worshippers

1333

tempera on panel

painted surface: 224.8 x 77 cm (88 1/2 x 30 5/16 in.)

overall: 233.53 x 88.8 x 5.3 cm (91 15/16 x 34 15/16 x 2 1/16 in.)

Inscription: above the saint's halo: STANCTUS]; above the saint's shoulders: PAU
LUS; on the lower frame below the worshippers: [ANNO DOMIINI.MCCCXXXIII
M..ILESPLETUM FUIT H[O]C OPUS (In the year of the Lord 1333... this work was
finished) [1]

[1 The much-abraded inscription has been variously read. Sirén (1919) transcribed
it as “ESPLETUM FUIT H(OC) OPUS (ANN)O DI MCCCXXXIIl MED”; Venturi (1931,
1933), as “A.MCCCXXXVI... ESPLETUM FUIT H(OC) OPUS”; Coletti (1942),
accepting Sirén’s reading, interpreted the letters MED as a fragment of
Mediolanum and suggested the very unlikely theory that the painting was
executed in Milan. Shapley (1979) and more recent authors accepted the date
1333; Shapley considered the fragmentary letters after the year (M...1I?) as probable
indication of the month and day. Boskovits (1984) read the letters after the date as
MENISE]. Conti (1994) specified that if so, the panel must have been executed
within the month of July (MEN[SE IUL]ll). See Osvald Sirén, “A Great Contemporary
of Giotto, 1,” The Burlington Magazine for Connoisseurs 35 (1919): 229; Lionello
Venturi, Pitture italiane in America, Milan, 1931: no. 27; Lionello Venturi, /talian
Paintings in America, translated by Countess Vanden Heuvel and Charles Marriott,
3 vols., New York and Milan, 1933: 1:no. 34; Luigi Coletti, “Contributo al problema
Maso—-Giottino,” Emporium 98 (1942): 463-464; Fern Rusk Shapley, Catalogue of
the Italian Paintings, 2 vols., Washington, DC, 1979: 1:152-153; Miklés Boskovits, A
Critical and Historical Corpus of Florentine Painting: The Fourteenth Century, sec.
3, vol. 9, The Miniaturist Tendency, Florence 1984: 349; Alessandro Conti, “Maso,
Roberto Longhi e la tradizione offneriana,” Prospettiva 73-74 (1994): 43 n. 19.
Andrew W. Mellon Collection 1937.1.3
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ENTRY

The panel, with the frontal figure of the standing saint, who is not accompanied to
the sides by a series of superimposed narrative scenes of his legend as in so-
called biographical icons, belongs to a type of image that began to appear in
Florence and in other cities in Italy in the thirteenth century and remained
widespread throughout the following century: narrow and elongated in format,
these paintings were probably intended to be hung against a pillar in a church.[1]
Paintings of this kind, however, were more frequently painted directly onto the
pillar or onto the wall of the church with the more economical technique of
fresco.[2] Panels with single figures of saints were realized either with a votive
intention, as for instance the one by Daddi himself representing Saint Catherine of
Alexandria and a kneeling donor, now in the Museo dell’Opera del Duomo in
Florence,[3] or as an expression of the cult of a confraternity or a religious lay
company that met to pray and sing before the image at particular times. Both the
number of the minuscule kneeling figures below the saint—six men and six women
—and the absence of any name or coat of arms of a donor family make it likely that

a confraternity commissioned our panel.[4]

The composition of the painting is decidedly archaic: the device of placing the
inscription of the name of the saint over a red ground against the gold on both
sides, divided into two syllables by the figure, is especially found in paintings
dating to the last decades of the thirteenth and early decades of the fourteenth
centuries.[5] Also archaizing seems to be the exclusive use of decorations incised
by hand, without any punched motifs, in the ornament of the halo [fig. 1]: in the
years in which Bernardo painted this panel, major Florentine painters preferred to
use the more rapid and labor-saving as well as more showy method of decorations
impressed with punches in the gold ground. On the other hand, ornamental motifs
very similar to those that decorate the halo of Saint Paul in this panel are also
found in the lateral panels of the polyptych painted by Bernardo Daddi for the
Ospedale della Misericordia in Prato only a few years later.[6] So the incised
decoration, if it is not a deliberate archaism, is at any rate somewhat demode,
though it would recur throughout the painter’s work. Clearly, this archaic character
of the image, the form itself of the panel with the triangular gable (without the
inscribed Gothic arch and other decorative elements that usually embellished
painted panels from the 1330s on), and the severity of expression of the frontally
standing saint misled art historians, who failed for so long to recognize the master

who painted it. Osvald Sirén’s attribution to the Master of Santa Cecilia, or to
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Buonamico Buffalmacco, with whom the art historian thought he could identify the
anonymous master (1919, 1920), was the first attempt to establish an authorship.[7]
Raimond van Marle (1924) accepted his reference to the Master of Santa Cecilia,
but Richard Offner (1927, 1931, 1947) firmly rejected it, though without suggesting
an alternative name.[8] By 1931, Bernard Berenson had given the painting to “a
contemporary and close follower of Giotto,” and George Martin Richter was
“inclined to feel [the painting] is too good for Maso, and [thought it] could be by
Orcagna.”[9] Lionello Venturi’s alternative proposal (1931, 1933) of the authorship of
Maso di Banco was probably formulated after the restoration commissioned by
Duveen Brothers, Inc., a treatment that attenuated the grandeur and softened the
rather rough character of the original image.[10] Wilhelm Valentiner (1933, 1935)
accepted the proposed attribution to Maso, as did Luigi Coletti (1942, 1946), at least
initially; Ugo Galetti and Ettore Camesasca (1951) endorsed it, and Walter Paatz
reported it skeptically (1941) before the later literature jettisoned it for good.[11]
Emilio Cecchi gave the panel to Giotto (Florentine, c. 1265 - 1337) himself (1937).
The more cautious definition “School (or follower) of Giotto,” with which the
painting was first labeled in its present location (“The Mellon Gift” 1937), was
promulgated by the earlier catalogs of the National Gallery of Art (NGA 1941, NGA
1949) and by the volume Duveen Pictures (1941), in which an attribution with a
question mark to Giotto himself was hazarded; the postwar studies also
abandoned it (Salvini 1952, Vigorelli and Baccheschi 1966).[12] David George
Wilkins (1969, 1985), however, did not exclude the possibility that it might have
been “a product of the late Giotto workshop,” while Arno Preiser (1973) preferred to
speak vaguely of “Florentine school.”[13] Richter (1941) returned to the old
identification proposed by Sirén and conjectured an attribution to Buffalmacco, a
point of view that remained without any following.[14] So, too, did the hypothesis of
Richard Offner (1958), who compared the panel in the Gallery with four lateral
panels of a dismantled polyptych in the Galleria dell’Accademia in Florence (nos.
8704, 8705, 8708, 8709), subsequently given to Lorenzo Monaco (Florentine, c.
1370 - c. 1425) by Federico Zeri and by most modern authorities.[15] Berenson, in
letters to Edward Fowles and Joseph Duveen, had altered his opinion in favor of
Daddi by 1935, and the dealer recorded it on the 1936 bill of sale to the Mellon
Trust while describing the painting as “attributed to Giotto.”[16] Coletti (1950)
reproposed Daddi’s authorship, perhaps independently and with considerable
caution.[17] This view finally achieved almost unanimous acceptance after being
cited in the posthumous edition of Berenson'’s Lists (1963) and then in the catalogs

of the Gallery from 1965 onwards.[18]
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How, then, can this panel be inserted in the sequence of the painter’s works,
assuming that the date in the inscription should be transcribed as 13337[19]
Observing the imposing figure of Saint Paul and especially his brooding face,
rigidly frontal, dilated eyes, as well as the forms modeled (as the old photo testifies)
with extreme delicacy, we may at first be reminded of certain paintings by Giotto
himself, especially in his earlier phase. But the elements that exclude a Giottesque
authorship are too many to be ignored. The proportions of the figure (in which the
ratio between head and overall height of the figure lies between 8:1 and 9:1) are
without parallel in Giotto’s oeuvre, with the exception of the final phase in his
career, for example in the frescoes in the chapel of the Bargello, Florence, where
the scenes painted by the artist (or by his pupils) are populated by very tall
figures.[20] The subtle detailing of the garments and the saint’s furrowed brow are
also quite alien to Giotto. The works most closely related to the Saint Paul in
Washington are to be found, instead, in the output of Bernardo Daddi, especially
among those paintings that reveal affinities with Giotto’s pupil Taddeo Gaddi, with
whom Bernardo seems to have established a kind of collaborative venture around
1333-1334.[21] In his cycle of frescoes in the Baroncelli Chapel in Santa Croce,
Florence, Taddeo adopted extremely tall figures of powerful monumentality.[22]
On the other hand, the rhythm of the draperies in the Washington panel is too
refined, too static, and the chiaroscuro modeling of the forms too delicate for an
artist trained exclusively in the school of Giotto. Admittedly, the physiognomic type
of the saint is rather unusual in the production of Daddi’s shop;[23] nonetheless a
Saint Paul with a youthful face framed by a short and silky beard does occasionally
appear in Daddi’s paintings dating to the early 1330s.[24] The delicately
calligraphic pictorial modeling of the face can be compared with that of the frontal
bust of Christ in the votive Madonna, now in the Museo dell’Opera del Duomo,
Florence, executed in February 1335.[25] The soft fabric of our saint’s mantle,
breaking into sweeping folds that further emphasize the figure’s corporeal
substance, seems very similar to that presented by Daddi in the already cited
figure of Saint Catherine, dated 1333.[26] In conclusion, that Bernardo Daddi was
the artist of the Gallery panel can, | think, be unhesitatingly confirmed.[27]
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COMPARATIVE FIGURES

fig. 1 Tracing of halo, Bernardo Daddi, Saint Paul and a

Group of Worshippers, 1333, tempera on panel, National

Gallery of Art, Washington, Andrew W. Mellon Collection.

(Joanna Dunn, National Gallery of Art, Washington)

NOTES

[

On the typology and function of panels with the figure of a single standing
saint, cf. Richard Offner, A Critical and Historical Corpus of Florentine
Painting: The Fourteenth Century, sec. 3, vol. 5, Bernardo Daddi and His
Circle, ed. Miklés Boskovits, Ada Labriola, and Martina Ingendaay Rodio,
new ed. (Florence, 2001), 222 n.1.

Pillar frescoes with figures of saints, the patrons of a family or guild, are

common in fourteenth-century Florence; we may cite those in the church of
Santa Maria Maggiore and in Orsanmichele. See Walter Paatz and Elisabeth
Paatz, Die Kirchen von Florenz: Ein kunstgeschichtliches Handbuch, 6 vols.
(Frankfurt am Main, 1940-1953), 3:625-629; and Diane Finiello Zervas, ed.,

Orsanmichele a Firenze, 2 vols., Mirabilia Italiae (Modena, 1996), 1:549-557.

See Richard Offner, A Critical and Historical Corpus of Florentine Painting:
The Fourteenth Century, sec. 3, vol. 5, Bernardo Daddi and His Circle, ed.
Miklés Boskovits, Ada Labriola, and Martina Ingendaay Rodio, new ed.
(Florence, 2001), 221-226. The painting’s votive character is suggested by
the presence of the donor as devotee—evidently a member of the Medici
family, as is indicated by the well-known family coat of arms at the foot of
the panel.

For more on this question, see Ronald F.E. Weissman, Ritual Brotherhood in
Renaissance Florence, Population and Social Structure (New York and
London, 1982); John Henderson, Piety and Charity in Late Medieval
Florence (Oxford, 1994). An appendix in Henderson lists confraternities
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active in Florence between the mid-thirteenth and the mid-fifteenth
centuries. He included among them a Compagnia di San Paolo, founded in
1434, which used to meet in the Badia Fiorentina, and a Compagnia di San
Paolo dei Sarti, founded in 1435, whose meeting place is unknown. One
should not forget, however, that confraternities were often active many
years or even decades before their first documentation.

Examples of a bilateral placing of the inscription include the thirteenth-
century panel of Saint Luke and two devotees attributed to the Magdalen
Master, now in the Uffizi, Florence (no. 3493), and various Florentine
paintings of the early Trecento, such as Giotto’s polyptych in the church of
the Badia (now displayed in the Uffizi) or the panel of the Vicchio-Paris
Master representing Saint Felix, formerly in the Cini collection in Venice; cf.
Richard Offner, A Critical and Historical Corpus of Florentine Painting: The
Fourteenth Century, sec. 3, vol. 6, Following of the St. Cecilia Master, Lippus
Benivieni, Master of the Fogg Pieta (New York, 1956), 116.

In the polyptych in Prato—probably dating to after 1334, when Fra Francesco
di Tieri became rector of the hospital—the particular foliate motif in the halo
of Saint Catherine (further embellished in the external and internal circles
with tiny motifs impressed with metal tools) seems virtually identical with the
decoration of the halo of Saint Paul in the National Gallery of Art. The year
1337, when Bernardo Daddi was entrusted with the commission to paint the
altarpiece of the Cappella del Sacro Cingolo in what is now the cathedral
(then pieve) of Prato, should be considered a probable terminus ante quem
for the hospital polyptych; cf. Richard Offner, Miklés Boskovits, and Enrica
Neri Lusanna, A Critical and Historical Corpus of Florentine Painting: The
Fourteenth Century, sec. 3, vol. 3, The Works of Bernardo Daddi, new ed.
(Florence, 1989), 45 n.53; Richard Offner and Miklds Boskovits, A Critical
and Historical Corpus of Florentine Painting: The Fourteenth Century,

sec. 3, vol. 4, Bernardo Daddi, His Shop and Following, new ed. (Florence,
1991), 124. Bernardo also used motifs incised by hand in the halo of a panel
of Saint Catherine, its present whereabouts unknown, dated 1333 (the
painting was auctioned at Christie’s, New York, January 24, 2003, lot 25);
see also Offner (1991, 102-104), though here small punched motifs also
appear in the external and internal circles of the halo.

Osvald Sirén, “A Great Contemporary of Giotto, 1,” The Burlington Magazine
for Connoisseurs 35 (1919): 228-230, 236; Osvald Sirén, “The Buffalmaco
Hypothesis: Some Additional Remarks,” The Burlington Magazine for
Connoisseurs 37 (1920): 183.

Raimond van Marle, The Development of the Italian Schools of Painting,
vol. 3, The Florentine School of the 14th Century (The Hague, 1924), 276;
Richard Offner, “A Great Madonna by the St. Cecilia Master,” The Burlington
Magazine for Connoisseurs 50 (1927): 97; Richard Offner, A Critical and
Historical Corpus of Florentine Painting: The Fourteenth Century, sec. 3,

Saint Paul and a Group of Worshippers

© National Gallery of Art, Washington

210



National Gallery of Art

(® NATIONAL GALLERY OF ART ONLINE EDITIONS
Italian Thirteenth and Fourteenth Century Paintings

[10]

[12]

[13]

(14]

vol. 1, The St. Cecilia Master and His Circle (New York, 1931), 17; Richard
Offner, A Critical and Historical Corpus of Florentine Painting: The
Fourteenth Century, sec. 3, vol. 5, Bernardo Daddi and His Circle (New
York, 1947),7,39,42n.1,94 n. 1.

These opinions are recorded by Duveen Brothers, Inc.; see cable,
November 3, 1931, Duveen’s London office to Duveen’s Paris office; cable,
November 4, 1931, Paris to London; and letter, July 9, 1935, Duveen’s New
York office to Edward Fowles in the Paris office (Duveen Brothers Records,
accession number 960015, Research Library, Getty Research Institute, Los
Angeles: reel 101, box 246, folder 4; copies in NGA curatorial files). | wish to
thank Anne Halpern in the National Gallery of Art department of curatorial
records and files for this information.

Lionello Venturi, Pitture italiane in America (Milan, 1931), no. 27; Lionello
Venturi, ltalian Paintings in America, trans. Countess Vanden Heuvel and
Charles Marriott, 3 vols. (New York and Milan, 1933), 1: no. 34. The
restoration was done in 1928; see cables, April 30 and May 3, 1928,
Duveen’s New York office to the Paris office (see note 9 for citation). Again,
Anne Halpern kindly provided this information.

Wilhelm R. Valentiner, “Die Leihausstellung friihitalienischer Malerei in
Detroit,” Pantheon 12 (1933): 238-239; Wilhelm R. Valentiner, “Giovanni
Balducci a Firenze e una scultura di Maso,” L’Arte 38 (1935): 29; Luigi
Coletti, “Contributo al problema Maso—Giottino,” Emporium 98 (1942): 463—
464; Luigi Coletti, I Primitivi, vol. 2, | senesi e i giotteschi (Novara, 1946), xli;
Ugo Galetti and Ettore Camesasca, Enciclopedia della pittura italiana, 3
vols. (Milan, 1951), 2:1604, 1606; Walter Paatz and Elisabeth Paatz, Die
Kirchen von Florenz: Ein kunstgeschichtliches Handbuch, 6 vols. (Frankfurt
am Main, 1940-1953), 2 (1941): 51.

“The Mellon Gift: A First Official List,” Art News 35 (1937): 15; Emilio Cecchi,
Giotto (Milan, 1937), 174; National Gallery of Art, Preliminary Catalogue of
Paintings and Sculpture (Washington, DC, 1941), 80-81; National Gallery of
Art, Paintings and Sculpture from the Mellon Collection (Washington, DC,
1949), 7; Duveen Brothers, Duveen Pictures in Public Collections of America
(New York, 1941), no. 12; Roberto Salvini, ed., Tutta la pittura di Giotto,
Biblioteca d’arte Rizzoli (Milan, 1952), 52; Giancarlo Vigorelli and Edi
Baccheschi, L’opera completa di Giotto (Milan, 1966), 122-123.

David G. Wilkins, Maso di Banco: A Florentine Artist of the Early Trecento
(PhD diss., University of Michigan, 1969), 214; David G. Wilkins, Maso di
Banco: A Florentine Artist of the Early Trecento (New York, 1985), 209; Arno
Preiser, Das Entstehen und die Entwicklung der Predella in der italienischen
Malerei (Hildesheim and New York, 1973), 37-38.

George Martin Richter, “The New National Gallery in Washington,” The
Burlington Magazine for Connoisseurs 78 (1941): 177 n. 3.
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[15]

[16]

Richard Offner, A Critical and Historical Corpus of Florentine Painting: The
Fourteenth Century, sec. 3, vol. 8, Workshop of Bernardo Daddi (New York,
1958), 46 n. 2. On the problem relating to the dismantled polyptych from the
Ardinghelli Chapel in the Church of the Carmine, documented between
1398 and 1400, cf. the contribution by Angelo Tartuferi, in Daniela Parenti
and Angelo Tartuferi, eds., Lorenzo Monaco: Dalla tradizione giottesca al
Rinascimento (Florence, 2006), 120-127.

Letters (see note 9 for citation): Bernard Berenson to Edward Fowles, July
13, 1935, in which Berenson wrote, “This attribution [to Bernardo Daddi] |
came to years ago, and it has stood the test of time—for me”; Berenson to
Joseph Duveen, October 20, 1935; Berenson to Joseph Duveen, October
15, 1936. Information kindly supplied by Anne Halpern. For the bill of sale,
see Provenance, note 6.

Luigi Coletti, “ll Maestro colorista di Assisi,” Critica d’arte 8—9 (1949-1950):
447.

Apart from the above-cited catalogs and scholars, the following recognized,
though sometimes with reservations or doubts, Bernardo Daddi as the
master of the Saint Paul: Burton B. Fredericksen and Federico Zeri, Census
of Pre-Nineteenth-Century Italian Paintings in North American Public
Collections (Cambridge, 1972), 63, 437, 645; Miklés Boskovits, Pittura
fiorentina alla vigilia del Rinascimento, 1370-1400 (Florence, 1975), 22, 195
n. 47, 243 n. 201; Miklés Boskovits, A Critical and Historical Corpus of
Florentine Painting: The Fourteenth Century, sec. 3, vol. 9, The Miniaturist
Tendency (Florence, 1984), 71, 349-350, pls. 177b, 178; Richard Offner and
Miklés Boskovits, A Critical and Historical Corpus of Florentine Painting: The
Fourteenth Century, sec. 3, vol. 1, The St. Cecilia Master and His Circle, new
ed. (Florence, 1986), 309; Richard Offner, Miklés Boskovits, and Enrica Neri
Lusanna, A Critical and Historical Corpus of Florentine Painting: The
Fourteenth Century, sec. 3, vol. 3, The Works of Bernardo Daddi, new ed.
(Florence, 1989), 35 n. 15, 37, 87, 391; Richard Offner and Miklés Boskovits,
A Critical and Historical Corpus of Florentine Painting: The Fourteenth
Century, sec. 3, vol. 4, Bernardo Daddi, His Shop and Following, new ed.
(Florence, 1991), 166 n. 3, 513; Richard Offner, A Critical and Historical
Corpus of Florentine Painting: The Fourteenth Century, sec. 3, vol. 5,
Bernardo Daddi and His Circle, ed. Miklés Boskovits, Ada Labriola, and
Martina Ingendaay Rodio, new ed. (Florence, 2001), 635; Roberta Ferrazza,
“Elia Volpi e il commercio dell’arte nel primo trentennio del Novecento,” in
Studi e ricerche di collezionismo e museografia, Firenze 1820-1920 (Pisa,
1985), 414 n. 50; Roberta Ferrazza, Palazzo Davanzati e le collezioni di Elia
Volpi (Florence, 1993), 128, 174 (repro.), 216 n. 52, 220 n. 70; Enrica Neri
Lusanna, in The Martello Collection: Further Paintings, Drawings and
Miniatures 13th—18th Centuries, ed. Miklés Boskovits (Florence, 1992), 54;
Enrica Neri Lusanna, “Daddi, Bernardo,” in The Dictionary of Art, ed. Jane
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(20]

(21]

Turner, 34 vols. (New York, 1996), 8:442; Lucia Meoni, San Felice in Piazza a
Firenze (Florence, 1993), 41 fig. 27, 44; Alessandro Conti, “Maso, Roberto
Longhi e la tradizione offneriana,” Prospettiva 73-74 (1994): 36, 38 fig. 6, 43
n. 19; Erling S. Skaug, Punch Marks from Giotto to Fra Angelico: Attribution,
Chronology, and Workshop Relationships in Tuscan Panel Painting with
Particular Consideration to Florence, c. 1330-1430, 2 vols. (Oslo, 1994), 1:99,
108, 110 n. 174; 2: punch chart 5.3; Andrew Ladis and Hayden B.J. Maginnis,
“Sculpture’s Pictorial Presence Reflections on the Tabernacles of
Orsanmichele,” Studi di storia dell’arte 5—6 (1994-1995): 45, 49 n. 3, 53

fig. 6; Ada Labriola, “Daddi, Bernardo,” in Allgemeines Klinstlerlexikon: Die
bildenden Kiinstler aller Zeiten und Vélker, ed. Glinter Meikner, 87 vols.
(Munich, 1999), 23:356; Meryle Secrest, Duveen: A Life in Art (New York,
2004), 444; Angelo Tartuferi, in Da Bernardo Daddi al Beato Angelico a
Botticelli: Dipinti fiorentini del Lindenau—Museum di Altenburg, ed. Miklés
Boskovits and Daniela Parenti (Florence, 2005), 70.

The reading of the date as 1333 seems to be safe (but see Inscription note
1). However, as Erling S. Skaug (2008) observed, it might mean any date
between January 1, 1333, and March 24, 1334. In fact, in Florentine style the
year began on March 25. Skaug recalled that a big punch mark that
Bernardo used in a Madonna dated August 14, 1333 (inv. no. 6170, Galleria
dell’Accademia, Florence), never appeared again in the artist’s later works
and hypothesized that the punch, absent also in the Gallery's Saint Paul,
might have been lost at the time of the disastrous flood in November 1333.
See Erling S. Skaug, “Bernardo Daddi’s Chronology and Workshop Structure
as Defined by Technical Criteria,” in Da Giotto a Botticelli: Pittura fiorentina
tra gotico e rinascimento; Atti del convegno internazionale Firenze,
Universita degli Studi e Museo di San Marco, May 20-21, 2005, ed.
Francesca Pasut and Johannes Tripps (Florence, 2008), 82—-83.

Giovanni Previtali and Giovanna Ragionieri, Giotto e la sua bottega, ed.
Alessandro Conti, 3rd ed. (Milan, 1993), 129, 348-353; Janis Elliott, “The
Judgement of the Commune: The Frescoes of the Magdalen Chapel in

Florence,” Zeitschrift flir Kunstgeschichte 61 (1998): 509-519.

The composition of the small triptych with folding shutters now in the Museo
del Bigallo in Florence, which bears the date 1333, is virtually replicated by
Taddeo Gaddi in a work of similar structure signed and dated 1334, now in
the Gemaldegalerie in Berlin (nos. 1079-1081), a circumstance that has been
variously interpreted. James Archer Crowe and Giovanni Battista
Cavalcaselle (1864) believed that the Florentine triptych was also painted by
Taddeo, while in more recent times, once Daddi’s authorship of it was
universally accepted, the inference has been drawn that a now lost
prototype from the hand of Giotto (Florentine, c. 1265 - 1337) himself (Coletti
1946) or of Maso di Banco (Longhi 1959) must have existed. The present
writer (Boskovits 1987; cf. also 2001), on the other hand, conjectures, if not a
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(23]

(25]

shared shop, then perhaps a collaboration between the two artists and a
kind of commercial arrangement whereby Bernardo painted only panels for
Florentine churches, and Taddeo almost exclusively frescoes. See Joseph
Archer Crowe and Giovan Battista Cavalcaselle, A New History of Painting in
Italy from the Second to the Sixteenth Century, 3 vols. (London, 1864), 1:360
—362; Luigi Coletti, I Primitivi, vol. 2, | senesi e i giotteschi (Novara, 1946),
xliii; Roberto Longhi, “Qualita e industria in Taddeo Gaddi,” Paragone 10,
no. 109 (1959): 34-35; Miklés Boskovits, ed., Friihe italienische Malerei:
Gemdldegalerie Berlin, Katalog der Gemdilde, trans. Erich Schleier (Berlin,
1988), 50; Richard Offner, A Critical and Historical Corpus of Florentine
Painting: The Fourteenth Century, sec. 3, vol. 5, Bernardo Daddi and His
Circle, ed. Miklés Boskovits, Ada Labriola, and Martina Ingendaay Rodio,
new ed. (Florence, 2001), 12.

On the decoration of the Baroncelli Chapel, see Andrew Ladis, Taddeo
Gad(di: Critical Reappraisal and Catalogue Raisonné (Columbia, MO, 1982),
88-112.

| wonder whether it was not the saint’s youthful face, with its close-trimmed
beard, that prompted so acute a connoisseur as Richard Offner to compare
the Saint Paul in Washington with the image of the same saint in the Galleria
dell’Accademia, Florence (inv. no. 8709), rather similar in facial type but in
style clearly belonging to the last years of the fourteenth century.

| refer, for example, to the image of the saint that appears in the left shutter
of a portable triptych in the Fogg Art Museum in Cambridge, Massachusetts
(no. 18.33), dated 1334.

Richard Offner and Miklés Boskovits, A Critical and Historical Corpus of
Florentine Painting: The Fourteenth Century, sec. 3, vol. 4, Bernardo Daddi,
His Shop and Following, new ed. (Florence, 1991), 192-200. The date
indicated in the inscription below, February 25, 1334, is in Florentine style,
which calculated the year as beginning on March 25.

See note 3 above.

Perhaps it may not be superfluous to refer briefly to the kinship sometimes
suggested between the Saint Paul and a fresco now preserved in the
Pinacoteca of Forli. In a typewritten note (copy in NGA curatorial files),
Wilhelm Suida observed similarities between the panel and the
representation of the same saint in a fragment of mural painting from the
church of Santa Maria in Laterano (or di Schiavonia) at Forli, where some
saints and part of the Procession of the Magi are represented. Since some
authorities claimed to have deciphered the signature of a certain Agostino
in the fresco, Suida concluded that it was this painter, not otherwise
documented, who executed the panel in Washington; cf. Eberhard Kasten,
“Agostino,” in Allgemeines Klinstlerlexikon: Die bildenden Kliinstler aller
Zeiten und Vélker, ed. Glinter Meikner, 87 vols. (Munich, 1992), 1:546-547.
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Unpublished and ignored by the more recent literature, the hypothesis was
cited only by Fern Rusk Shapley (1979); denying that the two paintings
belong to the same master, she asserted the view that the painter
“Augustinus, probably a native of Forli, made use of a cartoon inherited from
the painter of No. 3,” that is, the Saint Paul. Although Anna Tambini (1982)
accepted this proposal in substance, it should be rejected. Apart from the
fact that the reading of the presumed signature is quite uncertain (cf. Viroli
1980), the shared use and exchange of cartoons between fourteenth-
century painters seems very improbable. The Saint Paul in the fresco,
though presented in a frontal pose similar to the saints painted by Bernardo
Daddi, is different both in pictorial style and in physiognomic type. It is
clearly the work of an Emilian or Lombard artist of the last quarter of the
fourteenth century, who could not, | think, have been influenced in any way
by the Florentine panel. See Fern Rusk Shapley, Catalogue of the Italian
Paintings, 2 vols. (Washington, DC, 1979), 1:152; Anna Tambini, Pittura
dall’Alto Medioevo al Tardogotico nel territorio di Faenza e Forli (Faenza,
1982), 112; Giordano Viroli, ed., La Pinacoteca Civica di Forli (Forli, 1980), 25
-28.

TECHNICAL SUMMARY

The wooden support, which has not been cradled, retains its original thickness of
3.3 cm. The engaged frame adds another 1.2 cm around the edges. The vertically
grained panel is composed of three planks; the central one has a crack running the
length of the panel. Three horizontal battens, attached with very large nails,
reinforce the panel on the reverse; the lowest of these appears more recent than
the other two, which are probably original. The wood panel was covered with
fabric, and over it, gesso.[1] The craquelure is continuous over the panel and the
inner part of the molding, indicating that the inner portion of the frame molding,
attached with nails and dowels, is original. The outermost portion of the molding,
however, is a later addition. Red bole serves as the preparation layer for the gold
ground, upon which Saint Paul’s halo is incised rather than punched. The gold trim
on Saint Paul’s robe and mantle was mordant gilded. The wooden support shows
extensive worm damage, especially along the sides. The gold ground is much
abraded. The silver leaf of Saint Paul’s sword has oxidized to black in some areas.
A broad pattern of wide-aperture craquelure penetrates the painted surface, which
contains many small, scattered losses, especially in the headdresses of several
small figures at the lower right, and a few scratches. The original engaged frame,

decorated with silver leaf overlaid with orange and green pigments, has discolored
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in some of the areas where the leaf is exposed.[2] A small section of the original
gable top, mostly underneath the frame, has been replaced. Photographs of the
painting made in the years 19101915 [fig. 1] [3] show it much darkened by dust and
somewhat opaque varnishes. Shortly after the 1916 sale the panel underwent
partial varnish removal; the inscription with the date was discovered on this
occasion [fig. 2].[4] It was treated again in 1928, when the figures were inpainted
and the frame completed above and re-gilded.[5] The painting was treated most
recently between 1984 and 1989.[6] During this treatment the insecure areas in the
wooden support were strengthened, the discolored varnish and old inpainting

were removed, and losses were inpainted.
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TECHNICAL COMPARATIVE FIGURES

fig. 2 Detail after cleaning but before inpainting, Bernardo
Daddi, Saint Paul and a Group of Worshippers, 1333,
tempera on panel, National Gallery of Art, Washington,
Andrew W. Mellon Collection

fig. 1 Archival photograph, c. 1915, Bernardo Daddi, Saint
Paul and a Group of Worshippers, 1333, tempera on
panel, National Gallery of Art, Washington, Andrew W.
Mellon Collection

TECHNICAL NOTES
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[1 The NGA scientific research department analyzed the ground layer using x-
ray powder diffraction (XRD), and the gesso was identified as the dehydrate
form of calcium sulfate (see report dated December 15, 1986, in NGA
conservation files).

[2] The NGA scientific research department analyzed pigments using x-ray
fluorescence spectrometry (XRF) and optical microscopy. The greens were
mixtures of azurite and lead tin yellow; the browns contained massicot and
red iron oxide; the reds contained red lakes, red iron oxides, and vermilion;
the purples contained azurite and red lake; and the yellows were ocher
pigments (see report dated December 15, 1986, in NGA conservation files).

[3] Apart from the small and rather dark reproduction published in the 1916 sale
catalog, the painting’s state in these years is also illustrated by a
photograph made c. 1910, apparently by the firm Brogi, in Florence. A copy
of it is now in the photographic archive of the Fondazione Federico Zeri in
Bologna (no. PI 0044/2/32).

[4] Osvald Sirén, “A Great Contemporary of Giotto, 1,” The Burlington Magazine
for Connoisseurs 35 (1919): 229, reported that by “the Spring of 1917 it had
been very successfully cleaned.”

[5] This can be deduced both from a comparison of the photo reproduced by
Sirén with Venturi’s reproduction (1931 and 1933) and from the Duveen
Brothers’ habit of immediately cleaning the pictures they acquired. See, e.g.,
Edward Fowles, Memories of Duveen Brothers (London, 1976), 123; Meryle
Secrest, Duveen: A Life in Art (New York, 2004), 334. See also Entry, note 9.

[6] See the report dated 1984 and the treatment report of 1989 in NGA
conservation files.

PROVENANCE

The often-repeated statement in the earlier literature that the panel comes from
the Florentine monastery of San Felice in Piazza[1] does not seem to be based on
any secure, or at any rate documented, evidence. Perhaps more plausible, based
at least on the identity of the saint, is the more recent proposal of a provenance
either from the Florentine Ospedale di San Paolo or from the nearby church of San
Paolino, since a handwritten annotation on an old photograph indicated its
provenance “dai padri di San Paolino.”[2] Elia Volpi [1858-1938], Florence, by the
early 1900s;[3] (his sale, American Art Galleries, New York, 21-27 November 1916,
seventh day, no. 1040, as “Primitive school of Tuscany, early XVth century”);

(Bourgeois Galleries, New York);[4] purchased January 1920 by (Duveen Brothers,
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Inc. London, Paris, and New York);[5] sold 15 December 1936 to The A. W. Mellon
Educational and Charitable Trust, Pittsburgh;[6] gift 1937 to NGA. [1] In the
introduction to the 1916 sale catalogue (n.p.), Elia Volpi states that among his
pictures which “belong . . . to the School of Italian Primitives, the majority . . . [come]
from the sacristy of the convent of St. Felice in Florence.” On this basis both
Venturi and several other later authors claimed that the NGA Saint Paul formerly
belonged to that church; however, as Lucia Meoni has (1993) pointed out, “nessuna
fonte antica o le schede del Carocci testimoniano I'antica collocazione del San
Paolo nella chiesa di San Felice. . ..” ("No early source nor the entries in Carocci's
Inventory [an inventory compiled in 1892 on behalf of the Soprintendenza of
Florence] record the presence of the Saint Paul in the church of San Felice...").
Roberta Ferrazza (Palazzo Davanzati e le collezioni di Elia Volpi, Florence, 1993:
216 n. 52) has found records of sales of art objects from the Conservatorio di San
Pier Martire, annexed to the church of San Felice, in the years between 1884 and
1901, as well as a note in the photo archive of the Biblioteca Berenson at | Tatti
(Harvard University Center for Italian Renaissance Studies, Florence), according to
which Stephan Bourgeois, who bought the panel now in Washington at the Volpi
sale, “went to see Mr. Guglielmetti, Mr. Volpi’s secretary, from whom he [Bourgeois]
received the information that Mr. Volpi [said he had] bought the picture in 1907
from the administrators of the Monastery of S. Felice in Florence. ...” NGA
systematic catalogue author Miklés Boskovits is inclined, however, to think that the
records of Volpi’s secretary were based on the same rather vague memories and
should not be considered trustworthy. [2] According to the unpublished research of
Kathleen Giles Arthur (c. 1991; copy in NGA curatorial files) “the Saint Paul most
probably was commissioned by one of the major charitable institutions in
fourteenth century Florence,” i.e., the Ospedale di San Paolo, and the worshippers
of the saint can be identified as the members of the third order of Saint Francis, lay
men and women who formed the staff of the hospital. The claim, however, is no
more than speculation on the part of the author. The provenance from San Paolino,
on the other hand, is asserted by a handwritten note on the reverse of an early
photograph in the photo archive of Federico Zeri in Bologna (no. Pl 0044/2/32;
originally taken c. 1910 apparently by the firm Brogi in Florence); see also Miklés
Boskovits, A Critical and Historical Corpus of Florentine Painting. The fourteenth
century, The Painters of the Miniaturist Tendency, Sec.lll, Vol. IX, Florence,1984:
350 n. 3). San Paolino (originally San Paolo), in the Quartiere Santa Maria Novella,
was already a collegiate church in the eleventh century and, after various

vicissitudes, was sold to the discalced Carmelites in 1618; they rebuilt the church in
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its present form later in the seventeenth century and still officiate it. After the
suppression of religious orders in 1808, the friars had to abandon the church and
its annexed convent, but it was restored to them in 1814, and they remained there
until a second suppression of the convent in 1866 (Osanna Fantozzi Micali and
Piero Rosselli, Le soppressioni dei conventi a Firenze, Montelupo Fiorentino, 2000:
233). Since the late nineteenth century, however, the church has once again been
officiated by the discalced Carmelites; see Walter and Elisabeth Paatz, Die Kirchen
von Florenz. Ein kunstgeschichtliches Handbuch, Vols. 1-6, Frankfurt am Main,
1940-1953: 4(1952): 591. There is no documentation of any confraternity dedicated
to Saint Paul that met in this church, but the large group of donors at the foot of the
NGA panel suggests that a lay confraternity commissioned it. It is known, on the
other hand, that Daddi did work for San Paolino: another painting by him,
representing the Madonna and Child and now in the Galleria dell’Accademia (no.
3466; see Angelo Tartuferi in Cataloghi della Galleria dell’Accademia di Firenze.
Vol. 1: Dipinti, ed. Miklés Boskovits and Angelo Tartuferi, Florence, 2003: 60-63),
also comes from this church and can be assumed to be close in date to the
Gallery's painting. [3] After an early career as a painter and restorer, Volpi began to
work as an art dealer in Citta di Castello towards the end of the nineteenth century.
He then moved to Florence, where he purchased the Palazzo Davanzati in 1904
and transformed it into a private museum, furnishing it with paintings and objets
d’art from his collection. The museum was opened to the public in September 1910.
Presumably by then the panel discussed here was already in Volpi’s possession;
the Volpi sale catalogue of 1916 noted that it had come from the Palazzo Davanzati.
Luigi Coletti (“Il Maestro colorista di Assisi,” Critica d'Arte 8-9 (1949-1950): 447)
claims that the painting passed through the hands of the dealer Stefano Bardini
(1836—1922), but Everett Fahy’s research (L ’Archivio storico fotografico di Stefano
Bardini. Dipinti, disegni, miniature, stampe, Florence, 2000) does not confirm this.
[4] A copy of the sale catalogue in the NGA library is annotated with the Bourgeois
name, which is also given in the Duveen prospectus (in NGA curatorial files). See
Osvald Sirén, “A great contemporary of Giotto — I,” The Burlington Magazine 35
(December 1919): 229; Fern Rusk Shapley, Catalogue of the Italian Paintings, 2
vols., Washington, D.C., 1979: 152; and note 1 above. [5] Boskovits 1984, 349-350,
and Duveen Brothers Records, accession number 960015, Research Library, Getty
Research Institute, Los Angeles: reel 422; reel 45, box 133, folder 1; reel 101, box
246, folder 4; copies from the Duveen records in NGA curatorial files. [6] The
original bill of sale is in Records of The A. W. Mellon Educational and Charitable

Trust, Subject Files, Box 2, Gallery Archives, NGA; copy in NGA curatorial files. The
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painting is attributed to Giotto, with a parenthetical note stating that Bernard

Berenson gives it to Daddi.

EXHIBITION HISTORY

1910 Palazzo Davanzati, Florence, between September 1910 and 1916.

1921 Loan Exhibition of Painting and Sculpture by Italian Artists of the Fourteenth,
Fifteenth and Sixteenth Centuries, Cincinnati Art Museum, 1921, no catalogue.

1933 Sixteenth Loan Exhibition of Old Masters. Italian Paintings of the XIV to XVI
Century, Detroit Institute of Art, 1933, no. 3.
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Jacopo di Cione

Also known as
Robiccia
Florentine, c. 1340 - c. 1400?

BIOGRAPHY

Brother of Andrea (nicknamed Orcagna) and of Nardo di Cione (Florentine, active
from c. 1340; died 1365/1366), both of them painters and by midcentury considered
among the best masters active in Florence,[1] Jacopo is cited in documents for the
first time in 1365 as one of the heirs of Nardo, who had died in that year.[2] Only
after 1368 is he mentioned as a painter. It may be presumed, however, that by that
date he had been working in that role for a decade; the first dated work (1362) that
can plausibly be attributed to him (private collection, New York) shows him as a
fully formed artist.[3] Jacopo’s birth therefore should be placed in years close to

1340.

Upon the death of Andrea di Cione in 1368, Jacopo became the heir to his
brother’s prestigious shop, and, according to the unanimous opinion of art
historians, he was responsible for the execution of such important commissions as
the polyptych for the high altar of the church of San Pier Maggiore (1370-1371) and
the Pala della Zecca (the Mint) in Florence (1372-1374).[4] In the years thereafter
the artist is frequently documented until 1398, but no securely authenticated work
by his hand has come down to us. It seems that he did not personally participate in
the execution of the frescoes in the Palazzo dei Priori at Volterra, for which he was
paid in 1383 together with Niccold Gerini.[5] The attempted reconstruction of
Jacopo’s oeuvre has thus been based on the two large polyptychs mentioned
above, both dating to the early 1370s. Since no registered payment appears
alongside his name in the list of Florentine prestanze (state loans) dating to 1400,

the inference can be drawn that he was dead by that date.[6]

Jacopo must have been trained in the shop of his brother Andrea, for he was
strongly influenced by the severe compositional balance of scenes and the
sculptural modeling of figures that distinguish Andrea’s paintings. Especially in his
works dating to the sixth and seventh decade of the fourteenth century, Jacopo
adopted Andrea’s tendency to reduce the mise-en-scene to the minimum and

concentrate his attention on the human figures, modeled with dense chiaroscuro
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and enveloped in precious stuffs that imitate gold-embroidered brocades. Apart
from the Madonna dated 1362 formerly in the Stoclet collection, Brussels, we can
probably place in his early phase the altarpieces depicting the Annunciation
respectively in the churches of Santissima Annunziata di Rosano (Florence) and
San Niccolo at Calenzano (Prato), and the Madonna and Child with angels in the
Museum of Fine Arts, Budapest, as well as several portable panels intended for
private devotion. Among the latter, two small triptychs deserve particular mention
because of their extremely accomplished workmanship: one in the Galleria
dell’Accademia, Florence (no. 8465), and the other formerly in the Galleria Moretti
in Florence,[7] in which a delicate poetic vein alleviates and adds grace to the

severe monumentality and the brooding gravity normative in Orcagna’s workshop.

Subsequently, the compositional formulae inherited from Andrea di Cione are
reformulated with ever greater rigidity in such works as the polyptych formerly in
the Fischel collection in Vienna, dated 1379. In addition, Jacopo’s style in the 1380s
was enriched, his compositions enlivened, and his repertoire of motifs diversified
as a result of his collaborations, both with Niccolo Gerini, who partnered with him in
the polyptych in the church of Santi Apostoli in Florence dated 1383, and with
Giovanni del Biondo, with whom he painted the panel Saint Zenobius Enthroned in
Florence Cathedral. In the last decade of the century his creative vein, which had
contributed greatly to shaping the characteristics of Florentine painting in the
second half of the fourteenth century, showed signs of exhaustion. As
demonstrated by the triptych dated 1391 in the Academy of Arts in Honolulu,
Jacopo gradually dissociated himself from, or failed to achieve, the ideals of
elegance and vivacity typical of the Gothic renewal pursued by painters of the

younger generation.

[1 Andrea and Nardo di Cione are listed among the leading masters of Florence in
an undated Pistoian document that was probably written shortly after the Black
Death in 1348, which had decimated the population of Tuscany. The document was
published by Andrew Ladis, Taddeo Gaddi: Critical Reappraisal and Catalogue
Raisonné (Columbia, MO, 1982), 257.

[2] For the documents relating to Jacopo, see Richard Offner and Klara Steinweg,
A Critical and Historical Corpus of Florentine Painting: The Fourteenth Century,

sec. 4, vol. 3, Jacopo di Cione (New York, 1965), 7-13.

[3] Formerly in the Stoclet collection in Brussels, the painting represents the

Madonna and Child surmounted by a bust of the Blessing God the Father. It formed
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the centerpiece of a polyptych bearing the coat of arms of the Parte Guelfa, so it
was undoubtedly a commission of some prestige and would hardly have been
entrusted to a novice painter. Cf. Miklés Boskovits, Pittura fiorentina alla vigilia del
Rinascimento, 1370-1400 (Florence, 1975), pl. 48; Gert Kreytenberg, Orcagna,
Andrea di Cione: Ein universeller Kiinstler der Gotik in Florenz (Mainz, 2000), 162—
163 and pl. 46 (where Kreytenberg reproduced the painting in a deceptively

overpainted state and with an erroneous attribution to Andrea di Cione).

[4] Most of the panels of the first of these works are now in the National Gallery in
London, while the second altarpiece is now in the Galleria dell’Accademia in
Florence. Cf. Richard Offner and Klara Steinweg, A Critical and Historical Corpus of
Florentine Painting: The Fourteenth Century, sec. 4, vol. 3, Jacopo di Cione (New
York, 1965), 31-74, 85-93; Miklés Boskovits and Angelo Tartuferi, eds., Dipinti,

vol. 1, Dal Duecento a Giovanni da Milano, Cataloghi della Galleria dell’Accademia
di Firenze (Florence, 2003), 127-135. The documents relating to the Pala della
Zecca cite the name of the painter Jacobus Cini, generally identified with the
younger brother of Andrea di Cione. The San Pier Maggiore polyptych is assigned

to the artist only on the basis of style.

[5] Richard Offner and Klara Steinweg, A Critical and Historical Corpus of
Florentine Painting: The Fourteenth Century, sec. 4, vol. 3, Jacopo di Cione (New
York, 1965), 115-119. Recently, Laurence Kanter questioned the traditional
reconstruction of Jacopo’s oeuvre; see Laurence B. Kanter and John Marciari,

Italian Paintings from the Richard L. Feigen Collection (New Haven, 2010), 12—18.

[6] Richard Offner and Klara Steinweg, A Critical and Historical Corpus of
Florentine Painting: The Fourteenth Century, sec. 4, vol. 3, Jacopo di Cione (New
York, 1965), 13 n. 17, drew this plausible conclusion. The “Jachopo di Cione
dipintore” recorded in a Florentine document of 1410 is probably a different person,
perhaps a grandson of the Trecento painter with the same name; cf. Werner

Jacobsen, Die Maler von Florenz zu Beginn der Renaissance (Munich, 2001), 583.

[7] For these paintings cf. Miklés Boskovits and Angelo Tartuferi, eds., Dipinti, vol. 1,
Dal Duecento a Giovanni da Milano, Cataloghi della Galleria dell’Accademia di
Firenze (Florence, 2003), 116—121; and Daniele Benati, in Da Bernardo Daddi a
Giorgio Vasari, ed. Maria Pia Mannini (Florence, 1999), 50-55.
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Jacopo di Cione
Florentine, c. 1340 - c. 1400?

Madonna and Child with
God the Father Blessing
and Angels

c. 1370/1375

tempera on panel

painted surface: 139.8 x 67.5 cm (55 1/16 x 26 9/16 in.)
overall: 141.2 x 69 x 1.5 cm (55 9/16 x 27 3/16 x 9/16 in.)
framed: 156.8 x 84.1x 6.7 cm (613/4 x 33 1/8 x 2 5/8 in.)
Samuel H. Kress Collection 1952.5.18

ENTRY

The image of Mary seated on the ground (humus) accentuates the humility of the
mother of Jesus, obedient ancilla Domini (Lk 1:38). The child’s gesture, both arms
raised to his mother’s breast, alludes, in turn, to another theme: the suckling of her
child, a very ancient aspect of Marian iconography. In the medieval interpretation,
at a time when the Virgin was often considered the symbol of the Church, the motif
also alluded to the spiritual nourishment offered by the Church to the faithful.[1] As
is common in paintings of the period, the stars painted on Mary’s shoulders allude
to the popular etymology of her name.[2] The composition—as it is developed
here—presumably was based on a famous model that perhaps had originated in
the shop of Bernardo Daddi (active by 1320, died probably 1348).[3] It enjoyed
considerable success in Florentine painting of the second half of the fourteenth
century and even later: numerous versions of the composition are known, many of
which apparently derive directly from this image in the Gallery.[4] This painting,
therefore, must have been prominently displayed in a church of the city, and

familiar to devotees.

Osvald Sirén (1917) published the panel as an autograph work of Andrea Orcagna,

with a dating around 1350.[5] The proposal was widely accepted in the art historical
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literature, though Richard Offner initially stated (see Lehman 1928), that it was the
work of an assistant to the artist.[6] Bernard Berenson also at first proposed an
attribution to Orcagna (Lehman 1928), but later (1931, 1932, 1936) suggested that
the master executed the painting in collaboration with the youthful Jacopo di
Cione, Orcagna’s brother.[7] The attribution to Jacopo himself was suggested by
Hans Dietrich Gronau (1932, 1933); Frederick Antal (1948); Offner (in Shorr 1954 and
Offner 1962), though the same scholar in 1965 and 1967 detected the collaboration
of assistants in the work; Mirella Levi d’Ancona (1957); Klara Steinweg (1957-1959
and Offner and Steinweg 1969); Miklés Boskovits (1962, 1967, 1975); Alessandro
Parronchi (1964); Luisa Marcucci (1965); Barbara Klesse (1967 with admission of
workshop assistance); Carl Huter (1970); Marvin Eisenberg (1989); Barbara Deimling
(1991, 2000, 2001, 2009); Paul Joannides (1993); Erling Skaug (1994); Mojmir S.
Frinta (1998); Daniela Parenti (2001); Costanza Baldini (2003); Angelo Tartuferi
(2003, 2004); Carl B. Strehlke (2004); and in Galleria dell’Accademia

2010.[8] However, the painting entered the Kress Collection (NGA 1945) as a joint
work by Orcagna and Jacopo, probably at Berenson’s suggestion,[9] and this
proposal met with wide support: it was accepted by Millard Meiss (1951); Berenson
(1963); NGA (1965, 1968, 1985); Fern Rusk Shapley (1966, but in 1979 she attributed
the painting to Jacopo alone, or to Jacopo and his workshop); Deborah Strom
(1980); Perri Lee Roberts (1993); Marilena Tamassia (1995); and Gaudenz Freuler
(1994, 1997).[10] More recently, the proposal by Pietro Toesca (1951) and Michel
Laclotte (1956), who both considered the painting a product of the shop of Andrea
Orcagna, has met with some favor, though modified by some to suggest it is
substantially an autograph work by Orcagna (Laclotte and Mognetti 1976; Padoa
Rizzo 1981; Kreytenberg 1990, 1991, 1995, 1996, 1998, 2000; Franci 2002; Laclotte
and Moench 2005; Freuler 2006).[11]

As for the dating of our panel, its attribution, even partial, to Orcagna implies that it
was completed by or not much later than 1368, the year of the artist’s death. Sirén
(1917) dated the painting to c. 1350, and Raimond van Marle (1924) substantially
accepted the proposal. Gronau (1932), though he too supported an attribution to
Jacopo, dated the painting c. 1360-1370. Presumably Berenson (1936) had a similar
dating in mind when classifying the panel as a youthful work by Jacopo. So did
Meiss (1951), who defined the painting as “probably designed by Orcagna and
partly executed by Jacopo di Cione.”[12] Levi d’Ancona (1957) suggested a date of
1360-1365 for the painting; the National Gallery of Art (1965) catalog, c. 1360.
Steinweg (1957-1959), in turn, dated the panel to after the death of Orcagna in
1368, and Shapley (1966) to 1370.[13] Some scholars who have argued in favor of
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Jacopo’s authorship have suggested a dating as late as 1370-1380. Offner and
Steinweg (1965) dated the panel c. 1380, followed by Klesse (1967) and Carl Huter
(1970). Huter detected in the painting, unconvincingly, a reflection of the vision of
the Nativity of Our Lord attributed to Saint Birgitta (Bridget) of Sweden during her
journey to the Holy Land. Reconsidering her earlier opinion, Steinweg (Offner and
Steinweg 1965) called the panel “Jacopo di Cione’s latest work.” She was followed
by Shapley (1979), according to whom it was painted “perhaps as late as the
1380s,” while Boskovits (1975) proposed a date of c. 1370-1375.[14] The question is
complicated by the problems relating to the reconstruction of the youthful activity
of Jacopo di Cione,[15] and also by the poor condition of the former Stoclet
Madonna, which, with its date of 1362, represents the only secure chronological

point of reference for the artist’s initial phase.[16]

The hypothesis that the panel is an autograph work by Orcagna clearly would need
to be verified by comparing it with authenticated works of this artist, or works
generally recognized as by his hand, in particular the polyptych in the Strozzi
Chapel in Santa Maria Novella, Florence, signed and dated 1357; the fresco of the
Crucifixion in Santa Marta a Montughi (Florence);[17] the triptych in the
Rijksmuseum at Amsterdam, dated 1350;[18] and the polyptych in the Galleria
dell’Accademia,[19] Florence, probably dating to 1353. These paintings illustrate the
main stages in Orcagna’s career in the years preceding the altarpiece of 1357. His
last stylistic phase, in turn, is attested by the frescoes in the former refectory of
Santo Spirito in Florence, now Fondazione Salvatore Romano,[20] and the
Pentecost triptych in the Galleria dell’Accademia.[21] The presence of the master in
the Fondazione Romano frescoes and the Accademia triptych is often judged
partial, but even if the involvement of assistants can freely be admitted, especially
in the fresco of large dimensions, Andrea’s direct intervention is undoubtedly

revealed in various parts of the cycle.[22]

The stylistic features that distinguish the art of Orcagna in the last two decades of
his life emerge from a comparative assessment of the above-cited paintings. They
document his gradual transition from ample, softly modeled and majestic forms,
defined by sharp contours, chiaroscuro effects of great delicacy, and a predilection
for the abstract purity of large sweeping expanses of color, to a quite different
manner. His late works are characterized indeed by a more marked, even at times
brutal, accentuation of the three-dimensionality of bodies. Apparently, after the
experience of realizing the sculptures for the tabernacle of Orsanmichele

(1352-1360), Orcagna was intent on reproducing in his paintings a two-dimensional
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simulation of the effect of reliefs that stand out clearly, with smooth and lustrous
surfaces, from a monochromatic, enamel-like ground. His narrative scenes are
characterized by an extreme reduction to essentials in composition and by the
predominant role of the human figure, whose plasticity is accentuated by being

delineated, as if contre-jour, against the gold ground.

The artist of the Madonna in the Gallery, however, does not seem to have aimed at
results of this kind. The delicate passages of chiaroscuro confer softness on the
flesh parts, while the gradual darkening of the varicolored marble floor on which
Mary is sitting subtly accentuates its extension into depth.[23] In particular the
foreshortened prayer book in the foreground and the undulating lower hem of the
Virgin’s mantle are painted with a deliberate illusionistic effect: the latter in
particular projects beyond the front edge of the marble floor that defines the frame
of the image, and thus seems to extend into the real space of the spectator. Such
illusionistic effects are, as far as his generally recognized works show, alien to
Orcagna’s repertoire. In the Gallery panel, moreover, there is no trace of the
metallic hardness and sheen of forms. Nor does the drapery show any of the
angular folds with deep, sharp-edged undercutting that are usually found in
Andrea’s paintings, especially in those dating to the seventh decade, such as the
abovementioned triptych of the Pentecost or the triptych of Saint Matthew in the
Uffizi, Florence, a work begun by the artist but completed by a workshop assistant
after Orcagna’s death in 1368.[24] Only some secondary passages, such as the
fluttering angels in the central panel of the Pentecost altarpiece (of which Jacopo’s
partial execution has been proposed),[25] recall the more fluid drawing and more

relaxed emotional climate of the Gallery panel.

It is in fact in the oeuvre of Jacopo di Cione that our panel finds its closest affinities,
in particular with the polyptych painted between 1370 and 1371 for the Florentine
church of San Pier Maggiore and with the Florentine Pala della Zecca (now in the
Galleria dell’Accademia) for which Jacopo received final payment in

1373.[26] Close relatives of the face of Mary in the Gallery panel seem to me that of
the crowned Virgin in the Pala della Zecca [fig. 1] and that of the Madonna of
Humility, also now in the Galleria dell’Accademia.[27] The Christ child, in turn, is
closely akin to counterparts both in the latter panel and in the versions of the
Madonna and Child in the church of Santi Apostoli in Florence and in the Museum
of Fine Arts, Budapest.[28] The tiered angels in the upper part of our painting [fig.
2] are almost identical to those in the two gabled panels from the San Pier

Maggiore altarpiece [fig. 3], now in the National Gallery in London. The analogies
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can also be extended to the blessing God the Father [fig. 4], who recalls the Christ
in the Pala della Zecca [fig. 5] and some of the saints, too, in the polyptych of San
Pier Maggiore [fig. 6].[29] In most of these images the modeling is now
impoverished as a result of repeated, over-energetic cleaning, but the fluency of
design, spaciousness of composition, and the artist’s ever greater attention to
three-dimensional effects confirm the attribution of the painting to Jacopo. Typical
of Jacopo di Cione, in addition, are such details as Mary’s tapering fingers and the
mood of subtle languor that characterizes her face. The pursuit of gracefulness of
pose and the delicate chiaroscuro in the modeling strongly suggest that the Gallery
panel belongs to a phase preceding the artist’s output in the 1380s [30] and was
probably produced in the years c. 1370/1375, probably closer to the second of

these dates.
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COMPARATIVE FIGURES

fig. 1 Detail of Mary, Jacopo di Cione, Coronation of the
Virgin (Pala della Zecca), 1373, tempera on panel, Galleria

fig. 2 Detail of angels, Jacopo di Cione, Madonna and
Child with God the Father Blessing and Angels, c.
1370/1375, tempera on panel, National Gallery of Art,

dell'Academia, Florence. © Scala/Art Resource, NY

Washington, Samuel H. Kress Collection
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fig. 4 Detail of God the Father, Jacopo di Cione, Madonna
and Child with God the Father Blessing and Angels, c.
1370/1375, tempera on panel, National Gallery of Art,
Washington, Samuel H. Kress Collection

fig. 3 Detail of angels in adoration, Jacopo di Cione, San
Pier Maggiore altarpiece, 1370-1371, tempera on panel,

National Gallery, London. © National Gallery, London/Art
Resource, NY
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fig. 5 Detail of Jesus, Jacopo di Cione, Coronation of the

fig. 6 Detail of adoring saints, Jacopo di Cione, San Pier
Maggiore altarpiece, 1370-1371, tempera on panel,
National Gallery, London. © National Gallery, London/Art
Resource, NY

Virgin (Pala della Zecca), 1373, tempera on panel, Galleria
dell'Academia, Florence. © Scala/Art Resource, NY

NOTES

(1

(2]

On the question, see E. Morsbach, “Lactans (Maria Lactans),” in
Marienlexikon, eds. Remigius Baumer and Leo Scheffczyk, 6 vols. (St.
Ottilien, 1991), 3:701-703. That the suckling of the child has a wider
significance than the maternity of Mary is revealed not only by the
circumstance that the child mainly directs his gaze towards the spectator
but also by the inscription MATER OMNIUM (mother of all) on a Madonna of
Humility attributed to Roberto d’Oderisio in the church of San Domenico
Maggiore in Naples. Cf. Pierluigi Leone De Castris, Arte di corte nella Napoli
angioina (Florence, 1986), 377 and fig. 63.

See P. De Ambrogio, “Maria, Santissima,” in Enciclopedia cattolica, 12 vols.
(Vatican City, 1952), 8:76—85; Glinter Bernt, “Stella maris,” in Marienlexikon,
eds. Remigius Baumer and Leo Scheffczyk, 6 vols. (St. Ottilien, 1994), 6:291.
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(3]

A Madonna of Humility painted on the back of Bernardo Daddi’s Gambier
Parry polyptych dated 1348, and now in the Courtauld Institute Art Gallery in
London, is the earliest known version of the iconographic theme in
Florentine painting. See Frederick Antal, Florentine Painting and Its Social
Background: The Bourgeois Republic before Cosimo de’ Medici’s Advent to
Power, XIV and XV Centuries (London, 1948), 181. The composition of the
London painting is close to that of the panel being discussed here; it
suggests that the model, now lost, for Jacopo’s panel can be traced to
Daddi’s shop. The fundamental study of the iconography of the Madonna of
Humility remains that of Millard Meiss, “The Madonna of Humility,” The Art
Bulletin 18 (1936): 435-464; Millard Meiss, Painting in Florence and Siena
after the Black Death (Princeton, 1951), 132-156; see also Gregor Martin
Lechner, “Umilta,” in Marienlexikon, eds. Remigius Baumer and Leo
Scheffczyk, 6 vols. (St. Ottilien, 1994), 6:512—515. Contrary to what Meiss
suggested (1936) and what virtually all the subsequent literature endorsed,
the iconography of the Madonna of Humility originated not c. 1340 but
sometime earlier, and probably at Avignon, where it was familiar even
before the arrival of Simone Martini (Sienese, active from 1315; died 1344) in
that city in 1335. See Joseph Polzer, “Concerning the Origin of the Virgin of
Humility Theme,” Racar 27 (2000): 1-31; and Miklés Boskovits, ed., Friihe
italienische Malerei: Gemdldegalerie Berlin, Katalog der Gemdlde, trans.
Erich Schleier (Berlin, 1988), 83.

Millard Meiss, Painting in Florence and Siena after the Black Death
(Princeton, 1951), 138 n. 23, lists the following copies of the Gallery panel:
Giovanni del Biondo, New York, former Tolentino sale; Don Silvestro dei
Gherarducci (now attr. to), Galleria dell’Accademia, Florence, no. 3161;
Lorenzo di Bicci (now attr. to), Galleria dell’Accademia, Florence, no. 3148,
now Santa Maria Assunta, Loro Ciuffena; Niccolo di Pietro Gerini, Musée du
Petit Palais, Avignon, no. M.I. 365; Lorenzo di Niccolo, chiesa parrocchiale,
Cevoli, Pisa; Master of the Orcagnesque Misericordia, formerly Galerie
Pardo, Paris; Tommaso del Mazza (now attr. to), Johnson

Collection, Philadelphia Museum of Art, no. 1945.25.119. For more on these
copies see, respectively, Richard Offner and Klara Steinweg, A Critical and
Historical Corpus of Florentine Painting: The Fourteenth Century, sec. 4,
vol. 5, pt. 2, Giovanni del Biondo (New York, 1969), 190, pl. xlv; Gaudenz
Freuler, A Critical and Historical Corpus of Florentine Painting, sec. 4, vol. 7,
pt. 2, Tendencies of Gothic in Florence: Don Silvestro de’ Gherarducci, ed.
Miklés Boskovits, new ed. (Florence, 1997), 412—-417, pl. xlii; Luisa Marcucci,
Gallerie nazionali di Firenze, vol. 2, | dipinti toscani del secolo XIV (Rome,
1965), 128-129, fig. 89; Michel Laclotte and Esther Moench, Peinture
italienne: Musée du Petit Palais, Avignon (Paris, 2005), 103; Adelheid
Medicus Gealt, Lorenzo di Niccolo (PhD diss., Indiana University, 1979), 44

and fig. 23; Marilena Tamassia, Collezioni d’arte tra Ottocento e Novecento:

Jacquier fotografi a Firenze, 1870-1935 (Naples, 1995), 85-86; Carl
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Brandon Strehlke, Italian Paintings, 1250-1450, in the John G. Johnson
Collection and the Philadelphia Museum of Art (Philadelphia, 2004),
414-416. Other paintings to be added to this list are those of Don Silvestro
dei Gherarducci in the Fine Arts Museums, San Francisco, no. 83.68.4;
Niccolo Gerini, Acton collection, Florence; as well as Masolino’s famous
panel in the Alte Pinakothek in Munich. For these paintings, see Freuler
1997, 422-423; Miklés Boskovits, Pittura fiorentina alla vigilia del
Rinascimento, 1370—-1400 (Florence, 1975), fig. 162; Perri Lee Roberts,
Masolino da Panicale (Oxford, 1993), fig. 5.

Osvald Sirén, Giotto and Some of His Followers, trans. Frederic Schenck, 2
vols. (Cambridge, 1917), 1:220, 224, 225, 275; 2: pl. 187.

Robert Lehman, The Philip Lehman Collection, New York (Paris, 1928), no. 5.

See note 6 above. Bernard Berenson, “Quadri senza casa: |l Trecento
fiorentino, 2,” Dedalo 11 (1930-1931): 1057; Bernard Berenson, /talian
Pictures of the Renaissance: A List of the Principal Artists and Their Works
with an Index of Places (Oxford, 1932), 275; Bernard Berenson, Pitture
italiane del rinascimento: Catalogo dei principali artisti e delle loro opere
con un indice dei luoghi, trans. Emilio Cecchi (Milan, 1936), 236. In fact,
Berenson annotated the back of the photograph in his archive (now in the
Berenson Library at | Tatti, The Harvard University Center for Italian
Renaissance Studies, Florence): “Madonna by Andrea Orcagna; Christ and
angels probably by Jacopo di Cione.” This annotation is also on a
photograph in the Kress Foundation records (copy in NGA curatorial files).

Hans Dietrich Gronau, “Jacopo di Cione,” in Allgemeines Lexikon der
bildenden Kiinstler von der Antike bis zur Gegenwart, ed. Ulrich Thieme,
Felix Becker, and Hans Vollmer, 37 vols. (Leipzig, 1932), 26:39; Hans
Dietrich Gronau, “Lorenzo di Bicci: Ein Rekonstruktionsversuch,”
Mitteilungen des Kunsthistorischen Institutes in Florenz 4 (1933): 114;
Frederick Antal, Florentine Painting and Its Social Background: The
Bourgeois Republic before Cosimo de’ Medici’s Advent to Power, XIV and
XV Centuries (London, 1948), 145, 194, 225 nn. 126-127, pl. 44a; Dorothy C.
Shorr, The Christ Child in Devotional Images in Italy during the XIV Century
(New York, 1954), 74-75; Richard Offner, A Critical and Historical Corpus of
Florentine Painting: The Fourteenth Century, sec. 4, vol. 1, Andrea di Cione
(New York, 1962), 73; Richard Offner and Klara Steinweg, A Critical and
Historical Corpus of Florentine Painting: The Fourteenth Century, sec. 4,
vol. 3, Jacopo di Cione (New York, 1965), iv, 3, 5, 6, 103, 104 n. 1, 107-111,
123,125 n. 5, 139, pls. X—X3; Richard Offner and Klara Steinweg, A Critical
and Historical Corpus of Florentine Painting: The Fourteenth Century,

sec. 4, vol. 4, Giovanni del Biondo (New York, 1967), ix n. 77; Mirella Levi
D’Ancona, “Don Silvestro dei Gherarducci e il Maestro delle Canzoni: Due
miniatori trecenteschi della scuola di S. Maria degli Angeli a Firenze,” Rivista
d’arte 32 (1957): 11, 13; Klara Steinweg, “Die Kreuzigung Petri des Jacopo di
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Cione in der Pinacoteca Vaticana,” Rendiconti: Pontificia Accademia
romana di archeologia 30-31(1957-1959): 244 n. 19; Richard Offner and
Klara Steinweg, A Critical and Historical Corpus of Florentine Painting: The
Fourteenth Century, sec. 4, vol. 5, pt. 2, Giovanni del Biondo (New York,
1969), v, 59 n. 2; Miklés Boskovits, “Une Madonne de I'atelier de Niccolo di
Pietro Gerini,” Bulletin du Musée Hongrois des Beaux-Arts 21 (1962): 27;
Miklés Boskovits, “Der Meister der Santa Verdiana: Beitrdge zur Geschichte
der florentinischen Malerei um die Wende des 14. und 15. Jahrhunderts,”
Mitteilungen des Kunsthistorischen Institutes in Florenz 13 (1967): 50; Miklds
Boskovits, Pittura fiorentina alla vigilia del Rinascimento, 1370—-1400
(Florence, 1975), 330; Alessandro Parronchi, Studi sulla “dolce” prospettiva
(Milan, 1964), 121; Luisa Marcucci, Gallerie nazionali di Firenze, vol. 2, | dipinti
toscani del secolo XIV (Rome, 1965), 102, 129, 136, 137; Brigitte Klesse,
Seidenstoffe in der italienischen Malerei des 14. Jahrhunderts (Bern, 1967),
99, 149, 160, 255, 397; Carl Huter, “Gentile da Fabriano and the Madonna of
Humility,” Arte veneta 24 (1970): 29-30, 34 n. 12, fig. 38; Marvin Eisenberg,
Lorenzo Monaco (Princeton, 1989), 7, 53 n. 27, fig. 266; Barbara Deimling, “Il
Maestro di Santa Verdiana: Un polittico disperso e il problema
dell’'identificazione,” Arte cristiana 79 (1991): 406; Barbara Deimling and
Simona Pasquinucci, A Critical and Historical Corpus of Florentine Painting,
sec. 4, vol. 8, Tradition and Innovation in Florentine Trecento Painting:
Giovanni Bonsi—Tommaso del Mazza, ed. Miklés Boskovits, new ed.
(Florence, 2000), 187 n. 1; Barbara Deimling, “The Contamination of the
Senses and the Purification of the Air in Mid-Fourteenth-Century Florence,”
in Opere e giorni: Studi su mille anni di arte europea dedicati a Max Seidel,
ed. Klaus Bergdolt and Giorgio Bonsanti (Venice, 2001), 171 fig. 6; Barbara
Deimling, “Tommaso del Mazza: The Portrait of a Painter in Late Trecento
Florence,” in Discovering a Pre-Renaissance Master: Tommasso del Mazza,
ed. Anne Short (Greenville, SC, 2009), 3; Paul Joannides, Masaccio and
Masolino: A Complete Catalogue (London, 1993), 41, 48, 380, pl. 28; Erling
S. Skaug, Punch Marks from Giotto to Fra Angelico: Attribution, Chronology,
and Workshop Relationships in Tuscan Panel Painting with Particular
Consideration to Florence, c. 1330-1430, 2 vols. (Oslo, 1994), 1:195; Mojmir
Svatopluk Frinta, Punched Decoration on Late Medieval Panel and
Miniature Painting (Prague, 1998), 514; Daniela Parenti, “Studi recenti su
Orcagna e sulla pittura dopo la ‘peste nera,”” Arte cristiana 89 (2001): 330;
Costanza Baldini, in Dipinti, vol. 1, Dal Duecento a Giovanni da Milano,
Cataloghi della Galleria dell’ Accademia di Firenze, ed. Miklés Boskovits and
Angelo Tartuferi (Florence, 2003), 124; Angelo Tartuferi, in Dipinti, vol. 1, Dal
Duecento a Giovanni da Milano, Cataloghi della Galleria dell’Accademia di
Firenze, ed. Miklés Boskovits and Angelo Tartuferi (Florence, 2003), 136;
Angelo Tartuferi, “Jacopo di Cione,” in Dizionario biografico degli italiani,
82 vols. (Rome, 2004), 62:58; Carl Brandon Strehlke, /talian Paintings,
1250-1450, in the John G. Johnson Collection and the Philadelphia
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[10]

Museum of Art (Philadelphia, 2004), 415—-416; Miklés Boskovits and Daniela
Parenti, eds., Dipinti, vol. 2, Il tardo Trecento: Dalla tradizione orcagnesca
agli esordi del gotico internazionale, Cataloghi della Galleria dell’Accademia
di Firenze (Florence, 2010), 154.

See note 7 above.

Millard Meiss, Painting in Florence and Siena after the Black Death
(Princeton, 1951), 31, 42, 138, fig. 140; Bernard Berenson, ltalian Pictures of
the Renaissance: Florentine School, 2 vols. (London, 1963), 2:106, 163;
National Gallery of Art, Summary Catalogue of European Paintings and
Sculpture (Washington, DC, 1965), 97; National Gallery of Art, European
Paintings and Sculpture: lllustrations (Washington, DC, 1968), 85; National
Gallery of Art, European Paintings: An lllustrated Catalogue (Washington,
DC, 1985), 294; Fern Rusk Shapley, Paintings from the Samuel H. Kress
Collection: Italian Schools, XllI-XV Century (London, 1966), 31-32; Fern
Rusk Shapley, Catalogue of the Italian Paintings, 2 vols. (Washington, DC,
1979), 1:247-249; Deborah Phyl Strom, “A New Look at Jacopo della
Quercia’s Madonna of Humility,” Antichita viva 19, no. 6 (1980): 19, fig. 6;
Perri Lee Roberts, Masolino da Panicale (Oxford, 1993), 25, 253, fig. 7;
Marilena Tamassia, Collezioni d’arte tra Ottocento e Novecento: Jacquier
fotografi a Firenze, 1870-1935 (Naples, 1995), 85; Gaudenz Freuler, in
Painting and lllumination in Early Renaissance Florence, 1300-1450, ed.
Laurence B. Kanter et al. (New York, 1994), 130, 168; Gaudenz Freuler, A
Critical and Historical Corpus of Florentine Painting, sec. 4, vol. 7, pt. 2,
Tendencies of Gothic in Florence: Don Silvestro de’ Gherarducci, ed. Miklés
Boskovits, new ed. (Florence 1997), 275, 293-294, 296, 412 n. 1, 416, 420
n. 1,422 n. 2,277 fig. 1.

Pietro Toesca, Il Trecento, Storia dell’arte italiana 2 (Turin, 1951), 637 n. 157;
Michel Laclotte, De Giotto a Bellini: Les primitifs italiens dans les musées de
France (Paris, 1956), 17; Michel Laclotte and Elisabeth Mognetti, Avignon,
Musée du Petit Palais: Peinture italienne, 2nd ed. (Paris, 1976), no. 78; Anna
Padoa Rizzo, “Per Andrea Orcagna pittore,” Annali della Scuola normale
superiore di Pisa: Classe di lettere e filosofia 11 (1981): 852, 887, pl. Ixiii—2;
Gert Kreytenberg, “Orcagna’s Madonna of Humility in the National Gallery of
Art in Washington: Fragen nach Attribution und Ikonographie,” Center/
National Gallery of Art, Center for Advanced Study in the Visual Arts 10
(1990): 57-58; Gert Kreytenberg, “Andrea di Cione,” in Enciclopedia
dell’arte medievale, 12 vols. (Rome, 1991), 1:607; Gert Kreytenberg, “L’arca di
San Ranieri di Tino di Camaino: Questioni di tipologia e di iconografia,” in
Storia ed arte nella piazza del Duomo: Conferenze 1992—-1993, ed. Opera
della Primaziale pisana (Pisa, 1995), 36-37, fig. 17; Gert Kreytenberg,
“Cione,” in The Dictionary of Art, ed. Jane Turner, 34 vols. (New York, 1996),
7:335; Gert Kreytenberg, “Cione, Andrea di,” in Allgemeines Klinstlerlexikon:
Die bildenden Klinstler aller Zeiten und Vélker, ed. Glinter MeiRner, 87 vols.
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[12]

[13]

(14]

(15]

(Munich, 1998), 19:259; Gert Kreytenberg, Orcagna, Andrea di Cione: Ein
universeller Kiinstler der Gotik in Florenz (Mainz, 2000), 164-166, 180, 250,
pl. 47; Beatrice Franci, “Orcagna, Andrea,” in La pittura in Europa: Il
dizionario dei pittori, ed. Carlo Pirovano, 3 vols. (Milan, 2002), 2:660-661;
Michel Laclotte and Esther Moench, Peinture italienne: Musée du Petit
Palais, Avignon (Paris, 2005), 103; Gaudenz Freuler, in Lorenzo Monaco:
Dalla tradizione giottesca al Rinascimento, ed. Angelo Tartuferi and Daniela
Parenti (Florence, 2006), 101, fig. 1.

Millard Meiss, Painting in Florence and Siena after the Black
Death (Princeton, 1951), 42.

Osvald Sirén, Giotto and Some of His Followers, trans. Frederic Schenck, 2
vols. (Cambridge, 1917), 1:220, 224, 225, 275; Raimond van Marle, The
Development of the Italian Schools of Painting, vol. 3, The Florentine School
of the 14th Century (The Hague, 1924), 466—468; Hans Dietrich Gronau,
“Jacopo di Cione,” in Allgemeines Lexikon der bildenden Kiinstler von der
Antike bis zur Gegenwart, ed. Ulrich Thieme, Felix Becker, and Hans
Vollmer, 37 vols. (Leipzig, 1932), 26:39; Bernard Berenson, Pitture italiane
del rinascimento: Catalogo dei principali artisti e delle loro opere con un
indice dei luoghi, trans. Emilio Cecchi (Milan, 1936), 236; Millard Meiss,
Painting in Florence and Siena after the Black Death (Princeton, 1951), 42;
Mirella Levi D’Ancona, “Don Silvestro dei Gherarducci e il Maestro delle
Canzoni: Due miniatori trecenteschi della scuola di S. Maria degli Angeli a
Firenze,” Rivista d’arte 32 (1957): 11, 13; National Gallery of Art, Summary
Catalogue of European Paintings and Sculpture (Washington, DC, 1965), 97;
Klara Steinweg, “Die Kreuzigung Petri des Jacopo di Cione in der
Pinacoteca Vaticana,” Rendiconti: Pontificia Accademia romana di
archeologia 30-31(1957-1959): 244 n. 19; Fern Rusk Shapley, Paintings
from the Samuel H. Kress Collection: Italian Schools, XllI-XV Century
(London, 1966), 31-32.

Richard Offner and Klara Steinweg, A Critical and Historical Corpus of
Florentine Painting: The Fourteenth Century, sec. 4, vol. 3, Jacopo di Cione
(New York, 1965), 108; Brigitte Klesse, Seidenstoffe in der italienischen
Malerei des 14. Jahrhunderts (Bern, 1967), 255; Carl Huter, “Gentile da
Fabriano and the Madonna of Humility,” Arte veneta 24 (1970): 29; Richard
Offner and Klara Steinweg, A Critical and Historical Corpus of Florentine
Painting: The Fourteenth Century, sec. 4, vol. 5, pt. 2, Giovanni del Biondo
(New York, 1969), 59 n. 2; Fern Rusk Shapley, Catalogue of the Italian
Paintings, 2 vols. (Washington, DC, 1979), 1:247-249; Miklés Boskovits,
Pittura fiorentina alla vigilia del Rinascimento, 1370-1400 (Florence, 1975),
330.

For the problems in reconstructing the artist’s youthful phase, see Angelo
Tartuferi, “Jacopo di Cione,” in Dizionario biografico degli italiani, 82 vols.
(Rome, 2004), 62:57-58. Bernard Berenson assigned to Jacopo’s early
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[16]

activity several paintings now generally attributed to the Master of San
Lucchese, whereas he attributed to Niccold di Tommaso various paintings
that the present writer and much of the more recent literature has reinstated
in the catalog of Jacopo di Cione. Cf. Bernard Berenson, “Quadri senza
casa: Il Trecento fiorentino, 2,” Dedalo 11 (1930-1931): 1039-1058; Miklés
Boskovits, Pittura fiorentina alla vigilia del Rinascimento, 13701400
(Florence, 1975), 321-330. Richard Offner (1933) attributed to Jacopo the
former Stoclet Madonna now in a private collection in New York, but the
volume of the Corpus dedicated to Jacopo excluded it, apparently on the
initiative of Klara Steinweg, who believed the most appropriate classification
for the painting to be “Daddesque—Orcagnesque.” Cf. Richard Offner, “The
Mostra del Tesoro di Firenze Sacra,” The Burlington Magazine for
Connoisseurs 63 (1933): 84 n. 59; Richard Offner and Klara Steinweg, A
Critical and Historical Corpus of Florentine Painting: The Fourteenth
Century, sec. 4, vol. 3, Jacopo di Cione (New York, 1965), iii n. 2. These
doubts about the attribution to Jacopo of the important ex-Stoclet painting,
which apart from the date 1362 also bears the coat of arms of the Parte
Guelfa, were later transformed by Gert Kreytenberg into an attribution to
Andrea Orcagna. See Gert Kreytenberg, Orcagna, Andrea di Cione: Ein
universeller Kiinstler der Gotik in Florenz (Mainz, 2000), 162-163.

Comparing the photograph of the painting taken on the occasion of its sale
(Sotheby’s, London, June 30, 1965, lot 20) with that illustrated by Gert
Kreytenberg (2000), it is apparent that the Stoclet Madonna had in the
meantime been subjected to the “embellishment” of a restoration that had
altered its original character. Cf. Miklés Boskovits, Pittura fiorentina alla
vigilia del Rinascimento, 1370—1400 (Florence, 1975), pl. 48; and Gert
Kreytenberg, Orcagna, Andrea di Cione: Ein universeller Kiinstler der Gotik
in Florenz (Mainz, 2000), pl. 46. Nevertheless, its stylistic character is
sufficiently apparent to be able confidently to affirm for it an attribution to
Jacopo di Cione.

Miklés Boskovits, “Orcagna in 1357—and in Other Times,” The Burlington
Magazine 113 (1971): 239-251; Gert Kreytenberg, Orcagna, Andrea di Cione:
Ein universeller Kiinstler der Gotik in Florenz (Mainz, 2000), 32-34.

Bernard Berenson, “Quadri senza casa: Il Trecento fiorentino, 1,” Dedalo 11
(1930-1931): 986, attributed the Rijksmuseum triptych to Orcagna; see also
Gert Kreytenberg, Orcagna, Andrea di Cione: Ein universeller Kiinstler der
Gotik in Florenz (Mainz, 2000), 66-71.

Mario Salmi, “Review of Studies in Florentine Painting: The Fourteenth
Century by Richard Offner,” Rivista d’arte 11 (1929): 133-145; Gert
Kreytenberg, Orcagna, Andrea di Cione: Ein universeller Kiinstler der Gotik
in Florenz (Mainz, 2000), 78-80.

[20] Osvald Sirén, Giotto and Some of His Followers, trans. Frederic Schenck, 2
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[21]

(22]

(23]

(25]

(26]

vols. (Cambridge, 1917), 1:232-239; Richard Offner, A Critical and Historical
Corpus of Florentine Painting: The Fourteenth Century, sec. 4, vol. 1, Andrea
di Cione (New York, 1962), 65-69.

Osvald Sirén, Giotto and Some of His Followers, trans. Frederic Schenck, 2
vols. (Cambridge, 1917), 1:226—-227; Angelo Tartuferi, in Dipinti, vol. 1, Dal

Duecento a Giovanni da Milano, Cataloghi della Galleria dell’Accademia di
Firenze, ed. Miklés Boskovits and Angelo Tartuferi (Florence, 2003), 43—47.

This is the opinion expressed by Miklés Boskovits, “Orcagna in 1357—-And in
Other Times,” The Burlington Magazine 113 (1971): 251; Anna Padoa Rizzo,
“Per Andrea Orcagna pittore,” Annali della Scuola normale superiore di
Pisa: Classe di lettere e filosofia 11 (1981): 864, 874, 876, 889; Stefania Ricci,
“Orcagna, Andrea/Andrea di Cione,” in La Pittura in Italia: Il Duecento e il
Trecento, ed. Enrico Castelnuovo, 2 vols. (Milan, 1986), 2:645; Angelo
Tartuferi, “L’arte dell’eta gotica,” in La chiesa e il convento di Santo Spirito a
Firenze, ed. Cristina Acidini Luchinat and Elena Capretti (Florence, 1996), 67.

The spatial device of the gradual darkening of the floor could be called
pseudo-perspective; it is of the kind prescribed in Cennino Cennini, Il libro
dell’arte, ed. Fabio Frezzato (Vicenza, 2003), chap. LXXXV, 127, to suggest
distance: “E’ quando ai da fare le montagnie che paiano piu a lunghi, piu fa’
scuri i tuoi colori; et quando le fai dimostrare piu appresso, fa’ i colori pil
chiari” (And when you need to make mountains that appear farther away,
make your colors darker; and when you need to show them closer, make
your colors lighter). As the editor of the treatise pointed out (Cennini 2003,
222-223 n. 100), some modern commentators consider this rule the result
of a mistaken description, but in fact it was a practice that Trecento painters
frequently followed.

As is well known, the commission of the Uffizi triptych was transferred from
Andrea to Jacopo di Cione in 1368, “essendo malato detto Andrea” (the said
Andrea being ill). Cf. Richard Offner and Klara Steinweg, A Critical and
Historical Corpus of Florentine Painting: The Fourteenth Century, sec. 4,
vol. 3, Jacopo di Cione (New York, 1965), 17-26; Gert Kreytenberg,
Orcagna, Andrea di Cione: Ein universeller Kiinstler der Gotik in Florenz
(Mainz, 2000), 166-169. | have tried to demonstrate elsewhere that the
painting was completed not by Jacopo but by one of his assistants, the
Master Ashmolean Predella; in any case, there can be no doubt that
Orcagna himself was responsible for the design of the whole work and also
for the painting of the central figure. See Miklés Boskovits, Pittura fiorentina
alla vigilia del Rinascimento, 1370-1400 (Florence, 1975), 51.

Miklés Boskovits, “Orcagna in 1357—And in Other Times,” The Burlington
Magazine 113 (1971): 251 n. 38; Miklés Boskovits, Pittura fiorentina alla vigilia
del Rinascimento, 1370-1400 (Florence, 1975), 324.

Richard Offner and Klara Steinweg, A Critical and Historical Corpus of
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Florentine Painting: The Fourteenth Century, sec. 4, vol. 3, Jacopo di Cione
(New York, 1965), 2, 8.

[27] Richard Offner and Klara Steinweg, A Critical and Historical Corpus of
Florentine Painting: The Fourteenth Century, sec. 4, vol. 3, Jacopo di Cione
(New York, 1965), pls. VI? and VIIL.

[28] Richard Offner and Klara Steinweg, A Critical and Historical Corpus of
Florentine Painting: The Fourteenth Century, sec. 4, vol. 3, Jacopo di Cione
(New York, 1965), pls. IX—IX" and XII-XX". The second of the two paintings,
already given to Jacopo by Bernard Berenson, Offner, and other scholars,
was described as “circle of Jacopo di Cione” in the volume of the Corpus
devoted to this master, again on Steinweg’s initiative.

[29] | refer in particular to the images of Saint James Major (with the pilgrim’s
staff) and Saint Julian (with the sword) in the right lateral of the polyptych.
See Richard Offner and Klara Steinweg, A Critical and Historical Corpus of
Florentine Painting: The Fourteenth Century, sec. 4, vol. 3, Jacopo di Cione
(New York, 1965), pl. ll110.

[30] Apart from the triptych formerly in the Fischel collection in Vienna and dated
1379, and the main figures of the polyptych in the church of Santi Apostoli in
Florence, which bears the date 1383, another painting dated to the same
year may also be mentioned here, namely the Madonna in the church of
Sant’Agata di Mugello in Scarperia. See Miklés Boskovits, Pittura fiorentina
alla vigilia del Rinascimento, 1370—-1400 (Florence, 1975), pl. 53 and fig. 119;
and Lia Brunori, “Il patrimonio artistico,” in Scarperia: Storia, arte,
artigianato (Florence, 1990), 47-50.

TECHNICAL SUMMARY

The support is constructed with several (probably five) planks of wood with vertical
grain. The painted surface is surrounded by unpainted edges, originally covered by
the now lost engaged frame. The panel has been thinned down to its present
thickness of 0.6 cm, backed by an additional panel, and cradled by Stephen
Pichetto in 1944. It has suffered from worm damage in the past. The painting was
executed on a white gesso ground that was covered by a red bole preparation in
the parts to be gilded. The outlines of the figures were demarcated with incised
lines. The artist used warm, brown green underpaint in the flesh tones, and the
paint was built up with smooth striations. The decorative borders of the Madonna’s

clothing were created by mordant gilding.
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Pichetto removed a discolored varnish during his treatment in 1944. Mario
Modestini removed the varnish again and inpainted the panel in 1962.[1] Old
photographs,[2] as well as the photo taken during restoration in 1962, show
damage to the paint surface deriving from cracking along the joins between the
panels. A vertical join runs through the right wrist of God the Father, the Virgin’s
forehead and left hand, and the child’s right wrist. There are paint losses along this
join and along checks passing through the faces and necks of the angels on the
right, as well as in the extreme right edge of the Madonna’s cloak and in the gold
ground. A horizontal scratch through the dove of the Holy Spirit and the faces of
the lower pair of angels on the left has also caused minor damage. The losses
were inpainted in 1962, when a now somewhat discolored varnish was applied to
the paint layer. Apart from the abovementioned damage, the painting is in

reasonably good condition.

TECHNICAL NOTES

[11 Fern Rusk Shapley, Catalogue of the Italian Paintings, 2 vols. (Washington,
DC, 1979), 1:249, provided summary information on these restorations. See
also the note added to the Condition and Restoration Record in NGA
curatorial files, probably after the 1962 treatment.

[2] Richard Offner and Steinweg seem to have used an earlier photograph for
their reproduction in the Corpus volume of 1965 than the photograph
reproduced by Robert Lehman (1928). The painting appears to have been
treated during the time period between the two photos. Lehman’s
photograph presumably was taken when the painting was still in the art
market. The condition of the panel remains essentially the same in the
photograph used by Lehman and the photographs taken prior to Pichetto’s
treatment in 1944. Cf. Richard Offner and Klara Steinweg, A Critical and
Historical Corpus of Florentine Painting: The Fourteenth Century, sec. 4,
vol. 3, Jacopo di Cione (New York, 1965), pls. X—X3; Robert Lehman, The
Philip Lehman Collection, New York (Paris, 1928), no. 5.

PROVENANCE

Art market, Florence; Philip Lehman [1861-1947], New York, by 1917;[1] sold
September 1943 to the Samuel H. Kress Foundation, New York;[2] gift 1952 to
NGA. [1] Osvald Sirén (1917) cites the painting as formerly belonging to a Florentine
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art dealer; the terminus post quem for Lehman's purchase might be 1911, the year in
which he began his activity as a collector. Robert Lehman, The Philip Lehman
Collection, New York: Paintings, Paris, 1928: Introduction, n.p. [2] Lehman 1928, no.
5. The bill of sale between Robert Lehman and the Kress Foundation for three
paintings, including Madonna and Child with Angels, is dated 15 September 1943
(copy in NGA curatorial files). The documents concerning the 1943 sale indicate
that Philip Lehman’s son Robert Lehman (1892-1963) was the owner of the
paintings, but it is not clear in the Lehman Collection archives at the Metropolitan
Museum of Art, New York, whether Robert made the sale for his father or on his
own behalf. See Laurence Kanter’s e-mail of 6 May 2011, about ownership of the

Lehman collection, in NGA curatorial files.
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Duccio di Buoninsegna

Also known as
Duccio
Sienese, c. 1250/1255 - 1318/1319

BIOGRAPHY

The greatest exponent of Sienese painting between the last quarter of the
thirteenth and the first two decades of the fourteenth century, Duccio is
documented for the first time in the role