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I NTRODUCTI ON

c[ él f we want to investigate the existence
art we have to take a different perspecti
evidence or at the same evidence in a diff
ways in whichtiaforaadiions abiository was dif
without a specitaolpgtxced interest in the
Much research has been done in recent yea
museol ogy as an academic field, but rel a
collections information, usually publishe.
|l iteraetateng to collections and museums ¢
devel opment of art history as a discipline
art has changed over time. Public interest
alng with the spread of more or | ess speci
gui debooks and | ater in museum catal ogues.
Charl es Hope, art hi storian and former di
these matters i n @uicdreibtoiockasl, ensussaeyu me nctaittall e
growth of public interest in pabhtshgdinn
Journal of the Warburg and Courtauld I nsti

The aim of t hi sevdailsusaetret aatnido ne xipsa ntdo orne Ho p €

and in as much detail as possible. Focusi
been scarcely studied in the field of mu s
convergence of historical, |l iterary, arti
interdisciplinary and a possible starting
Foll owing the research and critical met ho
provide an overview of the growth of inter

artistic knowledge amongh tahep ab uriocpud aanr pf uok

France, Ger marny arhcke Aussttroirda calapelr"ile6d be:

1c. HGpedebooks, museum catalogues and the growth
Ger many a,nd¢ Fauwrrcel of the Warburg28@oegpgoulB8aul d I
159232,
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I es, drawing on both modern critic:
i ographical |l iterature. The phenomer
under consideration wil!/| bey il |l ust
s that contri butedcalol eedtprecera s pudpl i be
that was neither involved in the pr
artistic disciplines and in paintir
ol ogically, t hedaptsmesthtdl anl y sarmba s
ch, with the aim of presenting i n a
ant contributions of artistic, hi
ihealslow,r ces wi | | range from I talian |
rst pamphlets and pocket guides on
acomo Barri, to the Ger maat alnovgeunet or
e® W8entury. The | ast written sourc
gues produced for the public, acco
ical arrangement of paintings.
egard to the structure of the preser
n of this thesis to the figure of Ct
itical research methodol oigyl earlee f uil
hed and, consequently, for this stud
evious historian.

ssertation then presents three main
ht of Hope's observations, the firs
ed to the actual birth of public i1
d out of the first | ittherdatrlen tswruirese,s
orical period in which there was no
to see t heVaexmhiodn tedur ¢deo,m whiec lpr @&
of the most famous ar tarsgiso Meaes awiil'ls
masterpiece that influenced the | ite
presented a real turning point in t
section wil/ present the debut of ¢t



The second chapter analyses the widespreadc

in Italy and | a'tteerntiunr yEu rnoopree. alnnd trhoer el 7ar t
available to the public, thanks to the in
wi || then examine the first art catal ogu

museums of the tiRastirn aFraamdce fi@Gad hayny, | t .
be noted that these early <catalogues rar
i ofr mati on on artists or artistic movement
18tentury that some collections began to |
painting or chronologically.

The concluding section of this dissertatioc
catalogue and its educational role, thanks
t hdei spl ay of paintings and to the drafting
at the begihentngr pfthaekd9t o the contribut
of paintings at the Louvr e, who establish
intended both as a contribution to art h

i nformation cosaceived for visito






THE FI GURE OF CHARLES HOPE:

Bl OGRAPHI CAL | NFORMATI ON AND RESEARCH
Charl es Ar dhlhirmalidh HEpe&,, is a British art
Doctor of Philosophy at Oxford University
I nstitute in London, a research institute
which i s pmacaearinceud awiltyh carti sti c, historic
studies
Charl es Hope was the Director of the Warbu
his retirement, and he is currently Emer.i
I nstlitute
As director of the Warburg, Hope succeeded
humani sm amd nofpaPéticatar, who was | eavi ng
director of the School of Advanced Study ¢
Hopes contributed to Art History with stu
of the XV and XVI centuries, with a parti ¢t
a variety of significant publicatalons, i n

reviews related to those studies which ar e

I owi ||
Hope h

scient

Undoub
Titian
throug
r easrec h

briefly present Hope's major publ i«
i mself, to give an idea of the aut hc

i fic work.

tedl vy, t he Venetian Renai ssance and
pl ayed a dominant role in his rese
hout his career, but in addition to
on Veronese and Giorgione, to name

2The Ashgate Research CompgahednbyoDGlorgast VaRaui | e
p. xiii.

S<https

./ / warburg. shaosp.eac. uk/ peopl e/ charl es

b


https://warburg.sas.ac.uk/people/charles-hope

iri tof, apmubl i shed in its first edition in 189
and artistic production.

There seem to be an apparent scarcity of
artwor ks, despite him being one of the fi
the difficulty of reproducing faithfully
theéanhd ebwrdryt ROy.

Before Hopeds publication, the monument al
and Crowe in 1877 was stild!l considered t he

Hope focused his research on documentary

and previously unpublished archival evidel
the first easily readable and informative
i hhe | ast century, accessible t-expewiser
Hope described Titianbs professional car e
ordered chapters, of t en chall enging, ani
interpretations of his paintings. He analy
in Aésiartistic production, without maki ni

which had already been done by Cav@alcasell
However, what is interesting to notice 1is
on the issues generating disagreement amo
concentrating on the |l arger and mope renow
bet ween artists, patrons and the society ¢
i mportance for the Author and is also one

on written sources resulting fros asmdcial

much more, not only in writing Titian but
The publication from 19801 twaasn: r eSceuwnrtcl eys
Documé&ntas Glixmes monographic work published

4C. HOiptei,dmndon, Jeudiittiean ,Prless0.1

SW. TreRewidew,of Titi,ang Qan &Ciaar efsr tHoR¢eR D WS, Yol .
17D7 2.

Thomas POtitfiankenMygtLiooldogi eRevi ew o#188dakilpe, Vol .
4 .

"TresiRked/édrew of Titi,antby @Ehanl7®s Hope

8C. HbOiptei,an: Sour c,esLamdo merRcaudihelnHoskse@mt on Publ i shin



It iI's a comprlehmemnss iwoer ksioxf schol arship pr
hi storical evidence about Titian, a more d
above mentioned.

It is an ambitious work, which took more t
the known documents and written sources o0
| i fetime and more recent ones. Secondary s
soan supposedly fake documents related to t
consideration here for the first ti me.
The rel evant texts ar e reported i n t he

commentaries and annotations by the Author

It is therefore evident t hat t he archiva
integral, if not necessary, part of the cr
Remaining in the field of Venetian paintin

Jane Martineau, The cGé¢mi 0y udf 8 dehatstesmdd 160 Ot h
exhibition of the samel Mf84Imeath etlde i Mo yLaoln dAoc
Arts, and revised to accompany the major e

t he Renai ssance.

Still on the subject of Venetian Renai ssan
with another subject of particular interes
mentioning i n Hope's bi bl i bWgrrarpehsecabndr o
Venetian tradjtpohbhl oshedl|iegofl986, toget he
aut hor has published on this painter: he
religious altarpieces, magni ficent for th
peculiar use oopfe coofltoeunr ,a twhriicbhutHed t o t he p
har moni ous composition while at the same t
the scene. Hope atebi gocuwusednaodnal lheg mroinc a

Venetian pailretsesrer elxbheintt .t o a

°J. Martinedahe GCGeniHop e pIlf6 PWelndcckonl,50Wei denf el d & N
association with Royal Academy of Arts, 1983.
10C. Hdée@regnese and the VenetioamwomhradiriitoshofAcaldleengoi



Ot her i mportant publications by Hope on a|

on Bronzino, I n pAltegodgt henv®&B8rioozsnons
attributed to it by schol ars. Il n this stuc
sources avail able to hi m, and LererVa tlee b
commenting on what has been notliced and wt
l ndeed, Vasar.i hi msel f, and what mi ght be
ivotal research interest for Hope. He dev

Y

and the DbiographVietsecbeatrheg ai tihsts pianttlcel
artists. Il n fact, Hope was interested in |
in their portrayal by Vashhe :| iHops® @fubtlhe h
artists in Vasarni '"vwhifcihr she edcdnmesrs eaf omi s
int &rest

Hope was a regulBur Ilciomgtra,rb pNiabg ai Zsidmientgh @ er i
it i s an academic journal of fine and deca

t he Il-ronmreistg Engl®sh art magazine

Hopeds articles covered his wusual subj ect
wrote on Titian, on I talian and Venetian
family, on architects such as Leon Batti st
I n addition to that, Hope publJsehedala efar
the Warburg and, Cpurntdauclesiie ianst i het War bur g
which Hope has been the director: the Jo
mont hly publication, ranging from philosop

both from the arteimpwirtay yalfmb dferraam td ane s

1c. HBpenzino's Allegory icnotuulmeaNatif ontale GMalrlbairyg
Institutese, (8098B8),-2%®l... 24359

2¢c. Holpe,l i ves of the TrecentloenaVittiestdseli nvalsaasrair:i 'gse
riceziowmreated by K. Burzer;39%enezia, Marsilio, 201(
BThe Burl i ngthen pMaga zwiwwe b>ur | i ngton. org. uk/
“Journal of the Warburg and Courtauld Institutes

<https://warburg. s aswarchaokgr d uhgll igct auttiessns/ j our n al



https://www.burlington.org.uk/
https://warburg.sas.ac.uk/publications/journal-warburg-courtauld-institutes

I n the publDiougmisdmganidfi ctameg consideration |
bet ween <cultur al hi story, soci al history

research methodol ogy as wil|l be highli ght e

The Warburg Institute

The Warburg Institute is a research inst
London in central London, Engl and.

A member of the School of Advanced Study,
and the role dtr edsasgeeispliim acuwl tanrde gl obal
the histories of art and science,anand ¢t he
popul ar beliefs.

The Warburg Institute t3&kesnehioss ntenee nforsam :
and expert Art Historians of modern ti mes.
It was first found around 1900 by Warburg

and studying, and it was initially named
book coll ection.
I n 1926 it was opened also to research a

associated with the University of Hamburg.

Due to war reasons, the collection of book
the Institute became affiliated ¥with the I
Nowadays, the Warburg I nstitute is primar:i
coll ection of textbooks, volumes, and phot
The Warburg Institute's research focuses
hi storical, phil ol ogical, and anthropol og

devoted to the study of the siuwhvetuwinadr aind

|l iteratur e, arnbcrmasi boprderscaadcérom t he

BYAby Moritz Warburg iHdabbhwugg, 2531071928286 was a Ger
and Art Critic.
¥The Warbur g@gltpsti/t/ waesbur g. sas. ac. uk/



https://warburg.sas.ac.uk/

present, including especially the study o
aspects of European civilisation.

Some of the students who attended and gr ac
theét2®htury became | ater among the most f a
experts, philosophers and historians of ar

studi es deci ded to continue t he academi c

menti oMt &HKrug z, Ernst Gombri ch, Erwin Pa
of course, Charles Hope.

Charl es Hopeb6s critical methodol ogy
Hope's c¢critical met hodol ogy i s based on e
and written sources of various kinds, w h
I mportance in the artistic and historical

di sscerr.t at i

Hi s interest i n primary sources emerges
opinions of the contemporary peopl e, i v
studying. Hope does not only consider the
willvedrirskcater, we not so frequent, but al ¢
his contemporaries, which he considers eqlt
true essence of an artist: it can be inte

t hecaslderdi ddreywe his research work and from

Mor eover, Hope takes into account al so sec

deemed as false or of uncertain provenan

critically and to try to include as much
“Periods eeyeconcept devised by Michael Baxandall , wh
was seen and studied by modern people in a differe
Eye can be used more in geers,alotiogiredtirngof aomoth
in, which modifies how we see and interpret a visu
CfM. BaxBRadatlng and experi enacepriinmefri fitne etnhteh scoecnitaul

pictor,Dafostdyl|l &xfordlUh8 .06 82%y Press,



careful l nvestigation of what I's trust wol
considering, i n the attempt to be adheren

critically examining them.

One of the preeminent aims of the Warburg

bet ween art, culture, and society.

I n his <critical research, Hope al ways me
considering cultural history as relevant a
and are closely intertwined.

The relationship between artists and the ¢

and in this dissertation as well

Mp






CHAPTER 1

Theirth of public interest in painting an
Renaissance I taly

Public interest I n painting, andl ow amod e
compl ex devel opment process, certainly no
countries. I'taly, Ger many and France pl ay:
knowl edge 'teomut feob®ards and contributed
number of people who wanted to see, under s
The anal ywaisaroaanpteterary sources of art
particular focus on the target for which t
of this first chapter of the di sseertianti on,
t heir proper hi storical artistic context,
process of growth of public interest was
centuries.

Before museums existed and before artisti
only a | imited number of people in Europ
described by HKaupaebmoklse autsiealme cat al ogue
public interest in pai ndisng hien tlhtraeley, eGeerl n
knowl edge.

A first | evel consists in knowing the nam
past artists: without a comprehamsi we t &r tn
exhibitions open to the public, this kind
and word of mout h.

A second | evel relates to the ability to r
at their works, thus by their artistic st
way they paint: this aspect was sleiemiat d da rtgc
8 C. HGpedebooks, museum catalogues and the growth

Ger many a,nd¢ Fauwrrcel of the Warbur g2820(& 0 Gopu.r tla3ull d |
159.



number of artworks, either because they we

weal thy enough to patronise painters.

Finally, the third | evel of knowl edge cor
t heir proper hi storical cont ext, and t hus
hi storical period, which was i mposdi bl e 1t ¢
art historical I|iterature such as that ave
According to the Author, to enjoy an art wi
fully, such as an art exhibition or the v

possess -mdéimret iaobnoevde ar ti sti c competences d

dersicbed here. Hence it is Nimderadtnan chagh!l e ntd
broadly in the artsi" in the centuries up t
A central figure in the growth of the ar

contributed very significant l-egyx pweirtth ptuhbeliirc
with the means to understand and apprecia
hite®rians of that time and t o-amartyesmpo raanrdy
reconstruct eda tphoes itpehremmoocnhe ngorneat er det ai | |
on increasingly certain and certifiable sc
Hope highlighted that art historians have
people about artistic differences and scl

changes throudgthout the centuries

However, during the Renaissance period, t
foll owing categories of people in their a
patrons, art deal ers, art writersosaed ot h
i nvol vement in the arts field, and they w

the subject to work properly.

By not including those not directl-y i nvol
expert publ i c, a growth in public interes
there was no broad circulation of infor ma

BWith tmebltiexhmr |l es Hope refers to people who do no

world nor in the artistic market.
P®Hopkui debooks, museum catalogues and the growth of
and F,r amicte., p. 131.

My



but al so because initially the public had

the wunderstanding of the paintings, an ¢
willingness to know more on the topic.
Schl oss éxiGs Kwmorsk,| ivtiedeltyurlenown i nLda he 1|ta

LetteratuvwiacAmtsitstiucaeas the example of a

focused his Iiterary work on the texts he
specifically for art historians.

Hi s book, di vi ded into nine extensive ch
comprehensive manual of all artistic and I
of t'Rentury. However, it is a work accessi
at | east a mini mal knowl edge in the arti

| anguage used by the author and for the i
pai rst,i rkgnowl edge t hat i'Ss necessary to poss

Sclhosser's words.

Nonet hel ess, it Iis necessary to highlight
L a Letteratumsa i Actoimmeincar abl e. Il t s rigec
reconstruction of t-Aetmesitciwmpoks awti hi sen ¢
Ages, both of art criticism and of a more

and scul pt urdalt hperoirniceisp,l ead laows us to verif\

with the archival and documentary researct
Hi s work also allows us to focus on the hi
increasing artistic interest in the public
Particularly relevant in this context 1is

pr\asarian historiographi cLalb rsoceuirealegessb,e dt r e a

Storiografia del PFoAwheseoramahars wWaesar al s

Hope himself in his study and wil/ be expl
N ScHliesskeurnst | i terat uQueel |IEinnk ubhhadred bduecrh nzewrer en K
Wi en, Kunstverlag Anton & Co, 1924.

2] . Schl osser Magrdiend,er@tuKarartistica: manual e d

moder nfai renze, fiLa Nuov &ulntsdlviead akd iAtnrtiome ,& &£rod Wi9ebr
Filippo Rossi.
B2Schl dsasdre,t t er alt iub rao, aTEpiz2tdi8cra

M ¢



I n Liher o, T8Bchbosser devot es?*ttohet hfei rhsits ttowd
reconstruction and geographical mapping of
began, both in Italy and more generally in
of his article.

Moreover, Schlosser devat dapbolge afolal awit n g t
dell a Letteratur? deol laen aGuwisd en gArhtoiws ttihceh ec o |

devoted to the arts developed and spread,
at those who intended to visit churches,
and publication iode bvoao ki so utsh'atoydpdehe?ntohiier iglec
contributed to the birth of what we define

A contested aspect o f Scltd mascsker @i smoincu me s
Kunsttheorie to cowé&r avsi rstturaelslisye dalbly tCehxatrsl
This stimulates a reflecti on tomeiowhyatth ewa s

Renai ssancetbewayThef eérerend to those writi.:

al most scientifical, i ndications at a pi ct
kind of information was beneficial to tho:
artists aned -«alclhed etchesor iThal texts-at the
experts, as they did not possess the neede
An example is found in Vasari, who wrote &
drawing in the LeecVnde eddei't i min¥a2 odccel |l ent

ar chi?fpeutbtloirsined in 1568:e tThed rsantdei wans whev d
to architectur e, scul ptur e, and painting
practicadppkipedtar ofstic disciplines, giVvi
on the tools needed to paint or to engr e
architectural orders.

2 vli , precur sor pp2@1 8Poraismdir iPassi della Stori,ografia
pp. -20@B3

] via Topografia artistica. | niziacidel?® 3.pLet2t09r at ur
®Hopkui debooks, museum catalogues and the growth of
and F,r amicte., p. 132.

27G. VasearMi,te de' pi¥% eccel | grsteic omidt tedriit,i omgul tFdrrie
Editor8eelbbg§. 12.
2®Vas arei Teporliec veé ¢iet-118pp. 19



It is therefore possible to deduce that t1}
how theory was !'famtdé feldfmd ur nes hel 16 Schl oss
Kunst Pieersi mot make this discrimination,

correct and rigorous analysis of the art.

theory in the Renaissance could be of no |
i n | ear@ei agomo artworks, and it is eviden
meani ngf ul way to increase public intere

paintings.

Theheoompri sed into art <catalogues and gul
ones, i s -aarnt ihsitsitcoreixcpallanati on of the works
artistic schools or workshops. It i s neve
t heeoVasar. provided, addressed only and e
Nowadays, some books are redacted specifi
usually not spread outside academies or te

Rel evant to this di ssertation and for t hi
modern sense of the ter m, t hus accessi bl e

of prior knowl edge.

To comprehend the phenomenon of growth of
necessary to investigate a different genr
focusing on the first means of communi c at
particularly guidebooks, and on the demand
thetkehtury.

1.Plr-¢asarian sources: the | ack of i nf or 1

and the scarcity of demand in Italy

The centuri'édtso ftiffemrikShehabacteri zed by a |

i nformation on artworks and artists.

®Schl dsaaséretter akwmsat tarGemrsimac aword translated in En
is the term used by the Author tkKunetffl inttart hicssaudbd | e
literature.



According to Hopeods analysi s, in Italy, m
interest in the artistic field, as they we
few people were aware of the names of nov
contemporary to their historical peri od.

on arts were manifol d, l i nked both to the
manuscripts that provided any ki nlderod arti
was not a proper art ' iterature that anall
Before Vasari, t here was not even a sing
comprehensive way the names of the more 1
bi ogireasphor their major artistic products.

This explains the scarcity of demand for
al most an absence, of interest in paintin
Starting ‘fcreoamurlye 16 Italy visitors were
antiqgues and 38 ncmoernet psocpuulpatrurarsd apprecia
respect to modern paintings of then unknoyv
The exiguous written evidence avai'llabl e a

and'®le5nt uri es, comes precis®®ly from Italia

Among the first |l iterary sources in whic
Al ighieri Puwlgaohmi ddhei na mEammedied two ar
Ci mabue and GCot hio¢ e wdCahnitBou pXale b i

Credette Cimabue ne |l a pittura
tener | o campo, e ora ha Giotto il C
s3 che |l a f&ma di | ui =~ scura

Dante frames the two Florentine painters i

on the ephemerality of earthly fame: Ci me
Giottobs f ame, as he was able to outcl as:s
pai nttimigs dase, the two artists are only m

together with many other histori clad figur

®Hopkui debooks, museum catalogues and the growth of
and F,r amicte., p. 153.

Slvi, p. 132.

2Dant e APUrgdidtearii,o,v eO&sERt60, LR NDiIi vi na, Crodnmegdnoa, 1472,
edition, edited by Johann Numeister in collaborati
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vina Comimedrneanti on i s made of their mo st

eir bi ographical i nformation: Dante ha
owl edge, and consequently this mention
otation ihyitesetfyutugateltberir names but

d artistic context

ot her I talian poet who r efeargraegdn troe p@iratet
ScRlewbsenot only mentioned him but Wr
camenowhich Giotto was the protagonist,
Rabatt a, a Florentine politician who v

aised Giotto's extraordinary artistic ta

howhtbowel ks resembled reality:

c[ €] | 6al tr o, i cui nome fu Giotto, ebbe |
niuna cosa d8 | a natur a, madr e di tutte | e
ded cieli, che egli con | o stile e con | a
simil ecdequelnl &, mi |l e, anzi pi ¥ tosto dessa
volte nelle cose da |l ui fatte si truova ch
errore, quello credenrfdo esser vero che era
e ltalian poet Francesco Petrarca ment.
rtini in hisCanzce&nwiamye mhbeetpboacef sonne
rtini personally, and he Xiteed tphetamptia
e portrfaeal okeHabyaMartini, which Petr art
om hi m. No trace remains to this day ¢
traordinary pictorial skills of Simone N

l 1l owing cgnthainéks poecheé&le poetic compo:

¥Schl dsasdretteratura &entisttieaalnadre,aRp@BBds Ic a

%G. Bocbacameron, Giornata SesatedNbyeAl aFQuMad ser
1927.

BFE. PeCraroaiReram Vul gariumsFEr aglhdtfi4oam eld3i3t6i o prin
Venice, Vindelino da Spira, 1470.

% vi, sonnidtXsXVUXXVI I

SLaura is a literary subject, traditionally ident:i
woman of the laanatli amepoehj et raffchis | ove sonnets.
t o Itahuerrcaur el ), symbol of glory and I|iterary triump
%J. Barltluscihiat a,t tlidn dCianlzaowmrieer e. Let t,urcaurmitcerdo bey nva
Picone, Ravenna, Longo Editore, 2007.



Giorgio Vasari, i n Si mone Martinia s bi og
contributed to remembering the artist's sk

CEt invero quest. sonett.i hanno dato pi %
Simone che quant. pagameaperglée perohe msmae
virt Y, perch® quest. S i consumano tost o, e
anchoella %on esso | oroe
Li kewi seai msPetnr aDacnt e previously, t he men
nothing more thhosaricoutsathost dmi cal figur

specificadlsy.calsme,Pdthrearec was certainly an ¢

i n painting, but no reference was present
again, no information was wuseful to a read
and his style.

Mention of these figures can bexeéemplcai be«

virtufirem ekxemplaunviitetasly transl atabl
Virtuexemphai vdircated illustrious persona
because they excelled in their profession
as models of wvirtuous behaviours worthy o
pictorial wor ks st b nedxeepnilpcltamawmiyir Haritri spai nt i n
the intention of spreading edifying mor al

artwor ks.

The same concept was reproposed in |iterat
back t'é ntdhfleeit5ur i es, several artists, both
and included among other illustrious perso
included politicians, mer chant s, military
but a pPéwsexdMmwever, as they were cited as
excellent actions and not srealdl mwotodet wei i
figures of the artists mentioned, neither
production. As Charles Hope also pointed ¢
9G. Va&Sd amoin, San,edien Riet eq@riesr eccell enti (Fiitrtemrzie, scu
Torrentino Editore, 1550.

WYExempl um virrotnutlias i n, the term is used to refer toc

can be proposed as an example of wvirtuous behaviou
The origin of the term draws back to the Roman Emp



towards famous historical figures in a r

the ar*ts worl d

Noteworthy sources in this respect i ncl

comment aryDowi Dan€Cetheme&€dimad edo sopr,a hlea Comn

drafted a |i st of not abl e FIl orentine ci

nowadays r efownreedc iasretliystass exampl es of ci

they did for the <city of FI orence. Landi
Fiorentini Excellentb BnhPstburaaéetabBtubtu
f amous Fl orentine artists, starting with
Bernardo Rossellino, Landinoods cegntempor

Cristoforo Landino provided more detail

someti mes commenting on the stylistic char
than others, while on other occasions he

i n questdionaoa.alLsao reiterated the famous dua
and about the | atter he reported that fo

tried to surpass him in expertise for a

his aobipaorttyraay nature, and to i mitate real
Lippi he praised the compositions for t h
rendering of depth in the foreshortenings
prai sedchstant af or his excellent knowl edg
reported he was c¢dd ritrovatore o inventor e
|t i s possible to infer t hat Landino pr.

redecessors regarding the artists he chos

p
any data of particular paintings or works
S

cdryciof information on works of art circu

Jacobus Philippus Foresti, an erudite Ch

literature and hi'&temrty,r yp uab Ibiosohke d ni nf itfhee e:

“Hopeui debooks, museum catalogues and the growth
and F,r amicte., p. 132.

2C. Lagdimeat o sopraRomeComeldi . Procaz4& dbhe, 2001,

first eddotmeond 90 fp utbhed shed in 1481)
“Blvi, cit., p. 242: c¢ceither the discoverer or the

HP
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ppl ementum Suppl ementia cearlommoClhmgynioaide r’

remar kabl e historical facts. Thi s mo n
i tions, starting with the first edition
ich we shall refe* here, which dates to
Suppl emennctluund e s sever al references t o [
cluding artists such as Giotto and Gent.

each of them, in which he justified the
aractery, odothersent t g pooesxtehnmptl hae vliirtteurta rsy

ncerningoGiootFti“pr ast t M@ author named him
e exceptional guality of his paintings,
pe Benedhad Xédomehaware of his skill s,

the Christian martyrs. The work unf ort
I nter's death.

resti then mentioned Gentile Bel'lfini, a
ntury primarily in the Veneto region bul
count of the occasion when Bellini was

ecuted a portrait of the Sultan and many

Venetian Senate celebrated Bellini for
d privileges in thanks. Bellinizzben wen
l'la Sign®ria in Venice

ere was thus an intention in Foresti to

e artists he counted among the prominent
t be considered as ai ming at anr easutdii enc e
ed the same narrative sSupptl eme aframmi tetse

at, once again, the interest is not art.i

t he begi'ntmd mtgu royf, tthhee 1o6nl y publ i cati on:
dered and more or |l ess systematic |1 st

rks by Francesco Al bertini

“Jacobus PhiSuppueméEnremt Suppl ement iVehe clegce CHR®Oni ¢

Fi.g.
®lvi, cl.Sed gp. 2258
%l'vi, ciSee Mi.g.32%0.



Al bertini was a Florentine humanist, who |
short panMehnhoerti atliet I[deid Mol t e Statue et Pict
FIl or®int i 510, dedicated to the scul ptor Ba

This publication, although | imited in cont
of its publication, is the first rough art
i's of considerable i mportance acsitay odurc
FIl orence: Al bertini typographically 1isted
buildings in the city with the specific I
his native city, somet hing that amuad omev €erh
fact that this work was written in the FIc

it accessible to a much wi deexrp erutdsi eanlciek e .i r
I n the same year, Francesco Al bertini pro
detailed character aOpwgc Rlomm, dehMicthalthiel iel
Veteris Ui biasndRwmaeh was wri®Opwesichednstrinr el y
more than a hundred pages and Mesmodg dailceat e
this book presents the main buildings and
references to modern palaces from the Ren
i nformation on paintings executed in the i
some frescoes commi ssioned by the Pope hir
Rome. The intent of this writing was there
and |l ess to guide visitors throcaghothééebe
regarded as the first artistic guidebook g
There i s, however, a change with respect

the focus has shifted to the artistic sp
Al bertini i's not detail ed, either regardi
artworks mentioned.

Nonet hel ess, it was his meri-t to be one

il lustrate the ancient monuments and i nscr

YF. Al WMMemtoir nia,l eStdait uMo lette Picture sono, n€l baehoe] yt
1510Ve.e 4Fi g.

“Baccio da Montelupo, or Bartolomeo di Giovanni d'.
ifLucca, 1523) was an Iltalian sculptor and architec
YE, Al Oputsicuil um de Mirabilibus Roma&e&5¥®fger i5s Ur b



are stildl useful for a study of the formir
and for the devel opment of art history a
i ncluding Vasar LehVmsgiell If Ifatrerirse fweomr kt o Al |

I n the mi tddudérmt ofyt henllyp a year bled ofiet et he
two writershiesnteriedalt heamarati ve with their

Francesco Doni and Michel angel o Biondo pi
provided useful notions about i ndi vidual
syesmati c and detailed manner, with infor ma

about where these & tAbrhkesughout leibre \wdimi ir r

the same notoriety as Vasari's one, nor wi
worth emphasising their i mportance for t he
public interested nicne pearian.t i ng i n the Renai
Anton Francesco Doni, a Florentine intel!]l
ent iDtilse(na ansl . drawing): it was a treat.i

the author reasoned and analysed numerous
that at the time were at the centre of a

whi chheft wo had the primacy. What is inter
of his writing;pa@enii nidrexl wdedald ttwe paint
would | ater mé&ntTen arntdi satnsaliymrscel uded wer e
ones, contemporary with hi m: in fact, t h

Praxitel es.

| n Dihseegrndie aut hor seemed to focus on a pa

and artistic reality of itnmaei nmay] oRo ncei,t iFelsor
and Vewiitche his writing oscillating from de¢
presaeant ancient ti mes, to a pragmatic cons
®Hopkui debooks, museum catalogues and the growth of
and F,r amicte., p. 132.

SA. F.DiDoegno (del Dargii,onmamwetnittigq inre pmivval i si tratt
de colori, de getti, de modegli, con molte cose ap
et dell "altra professione. Con histertiregt tessrse mpe |, |

medesi ma, maenreirciea,) publi shed by S&eaebrFiigl. Gi.ol i to di |
21 vi, ¢&iStee, R.g.4 7

HY



contemporary artists of t hat precise hi st

persé&nally

However, this work cannot be included in t
any theoretical c¢claim on the author's part
descriptive work, and consequerdtltyheuseftule:
he mentioned. It is also nece$§sdamwmtte@tobse
the data provided by Doni was not preci s
|l ocations of several statues and painting
Doni made incorrect attributions of S ome
artrwie to the proper artist, whom he ment.i
Neverthel ess, Doni 6s publication of his wi;
and it is pioneering as wel/l, considering
cities, which appeared after a few more Yye
The problem of mi staken attributions is a
Dell a Nobil® ssima Pittura

Bi ondo, a Venetian physician and schol ar

1549. Rat her than a treatise on art, this
painting. The composition thereflarkee stthaend s
work by Doni previously discussed, and can
utility, 1 ntendexdpdrotrs exlpiekd,s amdl fnom anyo

i n approaching painting. Aftertiltwttimg tame

art of painting, Mi chel angel o Biondo cel e
together with their artworks, without forc
of the antiques. Bi ondo had metenand ngeadt t
while he was Mbne ®Rwoane, he was among the f
C. Vboépmportanza della materia nelle architetture
declol,otiensi ngare | a vista. |11 colore e |l a magnificel
edited by A. Amendol a, Rome, Edizioni Musei Vatica
“Hopkui debooks, museum catalogues and the growth of
and F,r amicte., p. 134.

M. Bi bedba Nobilissima Pittura (et della sua art e

agevol mente et presto,, oYemiacSd,e IH Qh.el Angel o Biod
G. StBaiboinldeo,, Mj cChiezliaonngaerlicgo ®Bdlo.grhG, cRome, Treccani .

H ¢



Raphael's famous frescoes at the Farnesi
Par mi gi anino |l ocated i°®h Bologna, Mantua,
Mi chel angel o Bi ondo was harshly criticis

Leonar do Tdhhe VLiacti 6O SWMamergna, and even for

extolling Titian's pictorial prowess.

These errors committed by Biondo, combi ne
i nformation provided by Doni, Al bertini al
fundamental problem that i1inspired this cha
t hahevai |l able information about artists and
to find and accessible only to a priviledg

and art historians had never evensesre,en t he
and knew about them only by word of mouth
for exampl e, Bi ondo's glaring error, and

paintings mentioned in the |literary produc

1.2 The figure of the art connoisseur:

Dur i ng''ttehnet ulréy, the figure of the art conn
world of art history. The connoisseur was
to decipher the authorship, authenticity,
propennoi sseur ship 'dadretsurbyac kt htea et hweer 89 a

remar kabl e characters of art experts in th
artistic literature and contributed signi
t he ofi etlhde arts, and more specifically con

i n being more acquainted with the discipl:@i

Il n  t'Heenlt6éur vy, there were few people inter
seeing i n person works of art of more rec
Hop&ui debooks, museum catalogues and the growth of
and F,r amicte., p. 134.



to Phemt was essential to be passionate a
di fficulty of finding written sources de

scholars were required to make an enor mou

sources, owhiecnh maenruescr i pt and, at the ti me
copy. Clearly, al |l t heseex@glegmentfsr odn shceocuc
i nformed and interested in contemporary pé

't was under these circumst darcek sMdrhaantf o miu
Mi chi el made their appearance and publ i sh

value even in our ti mes.

The character of Michiel %ast eams eimbtil @ m@h a rc |
of Venetian nobl eman who, cultivating a pe&e

to transl ate his not ehsi sitharoi caa Imasging rfii fciena n

of what was produced onod yVas dreiw. decades | &
Marcanton o dMdisphitel being | ess well known
early example ofsuanganhkircichei redoiwasse ubbor n 1 n

bel onged to a wealthy family of the Venet:i

his | ifeti me, Mi chi el was a humanist, schc¢
and sculptural workstofibhbkeuW¥eneni ansReprasb
Thanks to his expertise, he managed to ga

mostly knowledgeable &bout paintings and ¢
Wh a 't brought him f ame, however, was not

compodNiotiama doopP,erpulleils e & ema'sht ehnutmoruys |y

®Hop&ui debooks, museum catalogeeesdandnt paiagrtowtghinf
and F,r amicte., p. 135.

®Gi orgi o Vasalréd winldé hbes dviogskussed in the following
®®Ho p&ui debooks, museum catalogues and the growth of
and F,r amicte., p. 135.

®Mar cantoni o Mi ciVieali ceVe nisée,) .1484

G. BeMrohi el , Mdrmd nthanriip@ Wialo.gra4, cRome, Treccani,
62N . PeRrenvyi,ew of 1| Collezionismo d'arte a Venezi a.

Hochmann, Rosell a L aubcelrh ea nBdurStienfgat noina 2\d&gbagzmp ne é&, Vi
41911 .

M. Michiel (edited andNepubitiahedopgré¢ adiopdi Mogmrd |
del secolo XVI. Esistenti in Padova, Cremona, Mila
Anonimo in quel tempo. Pubbl)i,c ataas se niol |duest rGxtagp pdag
180Ve.e Fig. 10.



by Il acopo Morelli, but which Michi el wWr o
i ncluded a census of the figurative arti st
scul ptur al and pictorial, of seven city ceé

whose artworks he had met i cul-deupstlhy raensad ayrsce

of manuscript sources, documentary source
wor ks of art. The text composed by Michiel
andnoathated | ist of works, contemporary and
as a tool in which to reconstruct the <cor

Ti tian, Van Eyck and Memling. A topograph

beenupeddbefor e, and was only surpassed a
masterpiece in terms of %detail, accuracy
It is interesting to observe how the figu
that of the Venetian Michiel, influenced &
First and foremost, the information coll e
al beit publ i shed sever al centuries | ater,
knowl edge of wor ks of art and artists in

knoweedag the field, or-depthesmandgd odt t he
knowl edge of paintings was therefore not

privileged elite.

Secondl vy, Marcantonio Michiel's writing p
interested in disseminating and providing
they had coll ected. Mi chiel's intention ot
d atri be with Vasari, his count ermmareturon t

could wunderstand and recognise works of
connoi sseur in taking an interest in worl

mai netdaitnhat it was necessary to be® an arti

| t can therefore be deduced t hat Mar cant

contributed to t he research and di ssemi ne

G. BeMiaohiel, Mdrimzd mtnamriicm Bi ogr afi co.
%Teaching mat eMeitaldol oguas @eri-arltai, srtPiceaf eas et o6i cdav
Universit”®™ Ca' Foscari Venezia, 2023.



decorative works he was acquainted with,
available in the historical period under ¢
1.3 Vasari, Le Vite: a turning point in
Motivated primarily by a personal I nteres
Vasari, much | i ke Michiel. However, Vasar.
central: it i's because &Witéediheangi i escpa
scultori ®tmatthwéehaveibeen provided with
artistic and bi ographical knowl edge abou
Renai ssance centuries.
Hope el aborated o6GuiVadshookds,n mihseeuvam td atl &l
growth of public interest in paghtigdting
change in Vasari's style of writing, accur
and the amount of notions he provided c¢omg
Foll owing the argumentation of the schol a
evident that this publication marked a tur
contributed significantly to the lpublni cat:i
the following decades.
Considering that Gi orgi o Vasar.i was a ma
draught sman and <coll ector, as he describ
professional -cheaptuhlr esit uwdchyr ooufg haritni sti c and b
famoustarnt he too could benefit from the Kkr
to its dissemination, and pride himself or
the theoretical field.
Le VYionstituted the first modern work of a
concept of the wunfolding and O6rebirthoé o
%6G. Vadsarvite de' pi% eccellenti pittori, scultori
descrittelobnanandaa Gi orgi o Vasar. pittore Aretinc

introduziondialelnegeagr tTorlrema) ho SFeda tIRAirge., 1550 (firs



abandonment of the Middle Ages and the e

recovery of antiquity.

There are primaril yLet wa treenowned editions
I n 1550, the first original edition was p!
i n two | arge vol umes. The treatise cont ai
Cosimo | %%dea Meefizée to the entire work; a
which included critical es®afystoa theedi ae
the order architecture, sculpture and pai |
narrative core of the masterpiece: a chr

which presented the bi ogsrtagpphii¥e se cocfe ltlheentmo ¢
scul tori ®@-farocmhittheet tMirdidd e Agé&enodurlge mhd
moment in which Vasar:i hi mself was alive &
As mentioned above, the first edition of
which can also be defined as three differ
Byzantine art to Renaissance manneyri st ar
the author in the first part, chronol ogi ca
and precedesdspbdyi fai csegnoeom (a model that w
part of the work).

The first part feat lcreedd ur ge wmastwerse ofnvo
redi scovery of the beauty of nature; Vasar
of this revolution in art. I n Il talian ar
Primiives

The second paftoumprieisegt @aphifedtyfrom Jacop:«

Signorelli, and the artists included were

%Grand Duke Cosi mo ded Medilch7 40)f wral so rtehnec es e cFd nodr eanrnc
of Florence and, following the elevation of the Me
Duke of Tuscany, from 1%6 % aumteisls hihe ¢odtih.i cthd waow
projects that promoted the artistic and architectu

was attended by numerous artists and intvwhHd ectual s
decided to dedicate his masterpiece to his patron.
®8Vasar.i u steedc ntihceh et( @arrre i sslt.i caaret i sti c techniques) in
from the AnctienhndériteeesklL avoirdd, meaning to be able to
manual |l y.

®Vasaei ViCer. frontispiece with the title of the w

“The Per mirteifeass to artists whandod&ieBhtaiatiiese bet ween



thedna'®leSnt uries: in this specific histori
revolution was that of perspective, in bo
Vasari attributed to architects Leon Batt.
al saotp of this second age.

The third drd Wiasetcadde di n he, Apa dfh eMaviordesrr

Age of art: the centur'y andert heomsigde rya tbii
treated began with Leonardo da Vinci and ¢
was stild]l alive when the Torrentiniana edi

period saw the overcomi nghtaft i mant wwi & lhi samm cti
redi scovered precisely during the Renaiss
s

Vasarian idea of art history was Michel an
cul minated: according t o ttohma saeudt htohre, pienr ffea
the ut most aspiration of every artist, as
di sciplines, both figurative and scul ptur s

of medi a.

The first edition ended with a concl usi on

research he had carried out, and on the k
writing in this work.

I n 1568, a second edition of the book wa:
FIl orence: this edition is known as the Gi:
expanded and updated by Vasari, and althou
athe first one, the volumes increased fron
covered also grew. The substanti al change

attributions that proved to be erroneous,

relied on, which were | argely hearsay and
“"Def.: O6Manmami,emiana(nfnreorm 06 or dAstyleodo), artistic st
the end of the High Renaissance in the 1520s to th
Mannerist style originated in Florlkenicmataldy Rotme muw
of central and northern Europe. Thentery bastheérist
archaeol ogi st Lu'iftgeintluarnyziarttd sdef iwmheo Weere the foll
masters. Mannerism originated as a reaction to the

of High Renaissance art as practiced byriseomnamdo d
decades'!tdnttThhesy .186d i t or s of Encycl opaedia Britanni c:e
Avail athlte pat / /ewww. britanmnica.com/ art/ Manneri sm

op


https://www.britannica.com/art/Mannerism

|l iterature existing at the time and the d
amply revealed by the studies outlined in
I n addition to the ques?ti oonn owh iecyhe wiatsraers s €
gaining his knowl edge, the question of S
mentioned by the asitdmoat urneshiwshiwrhi thhengss
attridhumtdi prsoved eqdally probl ematic

It was not customary for Renai ssance art.

compl et ed, so those signatures could hard
easily have been the wooruk dofh afveer gbeeresn, poari r
entire workshop (intended here as in the I
master.

Besides the reattributions of artwor ks, é

changing the structure of the wtitThheg: th
artist was in fact still alive when the fi
Vasar i was t hus abl e t o | ook back at t he

Mi chel angel o and to write the cotmpdmetef hi

the arts, a process that reached the very
Vasar.i expanded the third age, the | ast pe
art, completely ignored in the first edi

Fl or ecretnitrei ¢ vi®si éler emet hed bi ographies of

nowadays such as Titian Vecell i o, |l acopo !
few, appeared. Thi s wi dening pl ayed an

hi storiographical | evellysead Uy et lge ogutalpdri c
on an artistic school that was extremely f
addressed on a |iterary | evel until that
Auctorifrasm Latin, the term denotes in this contex
Vasar.i relied on, which however at times turned ou
“Teaching mat Mub ab ) oPGgoufresses oof A. M. Monaco, Univer :
2022.

“Mi chel angel o BuonarrotiiRoGapr d$& 4Mi.chel angel o, 14
M. FiSupo,contesti politic, Hdmeglulrea. ViStteuddi s@&il drod imane
Tradi zioneSCuabai dlar nPailsea,Suwmdr i dr,e 2dil 3.

Avail alhlte pat 7/ /e€econtents. bc.unicamp. br/



https://econtents.bc.unicamp.br/

Lastly, Giorgio Vasar.i i ncluded his autobi
placing himself among the most outstandin

wanted to promote his role as intéflllectua
century. He wished to be remembered by pos
work he wrote, but also as a valwuable art:i

produce an opus ai med at gl ori fyiimgthmhed i
memory of posterity-rteHermrefndriealermpdead swi tolf 4
i mmense work of research and study.

The second edition of the text wWhasakater
mentioned by Hope-s omasim@tuacitnuirneg t he t hree

Many other editions will then follow in ¢ttt

Vasari's work is revolutionary and a tur:
because a comprehensive book containing s
with errors in attribution and dating, h a
hi sctaolr iperi od between the Middle Ages and t
Le Weteame the primary point of reference f
researcher who wanted to address Renaissa

inded not only biographical and personal [
artworks they created, including technica
supports, iconographic analyses, and topo

t heslks worhe masterpiece volumes could be d
ever produced in the field of art history.
The topogr dphiincaflacitn,deixs one of the most
Hope's research because of its richness of
city mentioned in a meticulous and accur at
On a | inglues tWetrel epwedll,i shed from the firs
FIl orentine, and not i n Latin as i n some ¢
addressed in this Odusse®l tfeotri oenx a(m¥pll bee r t wand

®G. Vdsarviite de' pi ¥ eccell énhi r oiBetl wigiecadidtcaud t oy i
Her edi Evangelista Dozza, 1647.

"Hopkui debooks, museum catalogues and the growth of
and F,r amicte., p. 135.

Cfr. f4090t not e



exclusively in Latin). A publication of th
accessible to anyone who merely knew how

fluent i n Latin: Vasari ' s -eworekr t wapsu bd a mp rae

ange who wished to broaden their knowl edc

Conversely, the diffusion of the work r ema
only published in the Florentine | anguag:¢
| angwage fl ong ti me: the first Englhi sh tre
centbursyeveral centuries after the first ed
Le Mistestil] today a widely used and cCi t
academically and ot her wi se, although it
contemporary <critical resedntve. ablpear edi 6
theftehtury.

Among the most famous and recent is the co

1987, with the text edi Cemmdryt RdSactonlea rBe t
Il talian art hi 8.t ofrhiea AB @Fraoal cah mB aerdoictcihan was |

in that, for the first tiLme Vitihte ploe s emt e di
of 1550 and the Giuntina of 1568) in direc
by ®#asbdbed secular commentary, that dwelt ¢
interpreted i n previous edi ti onsa.ti dhe, a

dependencies and contributions of each <co
comparative study.

Recently edited and publ isdledmea a dBidtAiAo n s

Pietro Bellori. Le vite dé* pdetdif oat edcubi
revision and Is¢ udiytTehfi sBenlelworpiubsl i cati on,

contribution of Gi ovanni Previtali,, who wr

Eliza Vere Foster as Mrs. Jonathan FostLdr,esfirst
of the Most Excell ent Pai nvhoel Busme sS c uYloprtko rSst,r eaentd  ACro
London editor H28&8BY. G. Bohn, 1850

8%Gi orgio Vasari. Le vite de' pi%¥ eccellent,i pittori
edited by Rosanna Bettarini, Comment o Secol are by
Studi o per EdilDi8orni Scelte, 1966

88Gi ovan Pietro Bellori. Le vite cg'atgidt tboyr iEvsed u Inta
introduction by Giovanni Previtali, afterword by T
82G. P. IBeelVMiotrei ,de' pittori, edukttorprencapshiRoefat i I

oy



the afterword, proposed new keys to u

pose of Vasari's work, defending the v
egr al part of art history and artistic
ari 60s text is held in enormous esteem,
n |l argely discussed, because it influen
the arts in the centuries foldddwimg it
y instances even i f only as a compar at
written by another author in | ater ar
cing it back to the primary and main wr

1.4 The diffusion of guidebooks in Ital

ries Hope, i n his article, particul ar|
we-€em dp-Npeossar i an writings, in terms of <co
the nature and target au®ience for whor
of the el ements discussed by Hope rel
ch became more and more present in guid
ex or |list of | andmarKks: the usefulnes

of guiding the i ndxpeerstt)edt lprudodghc t(hee pre

admirable artworks, paintings, mo num
hitectur al and artistic standpoint. Fr
eeeidndst ructured topographically, follow

ovative and revolutionary aspect t hat

rism.

hi storical plebtiemd ub gt medle nthiee y miviet 1 & s «

actual di ffusion of art guidebooks de\

Rome, FI orence, Padua and many other s,
painting, scul pture and ar alei tgceveetrwr ee x peenes
BHopkui debooks, museum catalogues and the growth of

F,r amicte. , p. 135.



and cumbarss oHoepées defined them. The phenon
generalised manner through Giorgio Vasar.

1.4.1 Francesco Scannel |l i: t he model f C

Francesco Scannlell | Mi sr avoo knfoa ndde Itplluab d R isthtewr :

1657 was a treatise on painting, which du
as an artistic guide to Italian cities an
cities, according to the author.

The topographical index compiled® by h8cann
cities were |listed in alphabetical order,
could be admired in that city were indic:
gui debook where more information was provi
the precise | ocation of a particular art
reasoning, this book was considered by hir
wofk both because it was dedicated to the
to a single city as we shal/l see |l ater, ai
recall the Yver Wi $berustongeabdtfthe same ti me
where they could be admired, al most as an

to observe firsthand the artworks menti one

841 bi dem.

8F, ScddneMilcir,ocosmo della Pittura (Ovvero Trattat
alla Theorica si discorre delle grandezze d' essa P
Maestri, e delle tre maggiiaowmeintS$c wolco ndbes'c emederomi ,au
varie mancanze degl: i Scrittori dell a Professione.
pratica, s'additano | 6opere diverse pi% famose, ed
comenamento particc&€learemadelNledlit &ldidare, 1657.

See 1F3i.g.

8| vi ,Tacviotl.a: di quelle Citt”, e Luoghi dellodltalia,
Prima personal mente riconosciute dall 6Autore in b
Maestri, e poscia come tal.BeerilBdpgste alla virtuosa
Hop&ui debooks, museum catalogues and the growth of
and F,r amicte., p. 136.



¢Scannelli was the prinvipadi c eHw®e rods cki

wrote, referring to the critical®essay on
Barri's publication was similarly importa
the art public and in the dissemi®hation

Gi acomo Bar-bornaaWéneti and more precisely

pocket art guide to paintimmgd temntdirs glsay Ais
Vasari, Barri as wel |l was both an artist

ent husiasm for paint-sngedhpohblghc at ihamdyThi
addressed to a modern audienceabedawdst me
those visiting Italy on a primarily artist
that of the beginning of the Grand Tour ph

t oufli sm

I n its structure, Barri's publication was
after a short introduction, there was a t
strictly in alphabetical order andr with a
Scannelli. Foll owing that, for every city
which artworks could be admired there, S C
subject, at other times also a brisef icon
Ssimplicity, this work was innovative, mo d
point of view: it was practical to carry,
to understand, as the author dixd ot tuke I
general public.

The first English translation of Giacomo
after the I talian one, which is an indica
translated by W lliam Lodge @ahd Pabhtehés
Voyage of Italy, i n which all the famous

8] bi dem.

A, M. M&Gmnacomo Barri Afrancesed e il suo Viaggio p
un peirmtvreeur scritto,reFidrbeamrz e, nkedi fSieri cEditzi oni Fire
0G. BMiraggi o Pittoresco in cui si notano distintame

che si conservano i nabWadggvogPi a) gi ¥eadiooded,d t Bihd @ar
Her z ediSeoer ,Filgs.7 11.5.

“MonaGioacomo Barr.i ifranceseo e il suo Viaggio pi't
peiqgtraeeur scritto,r ecidtbRx,ftppep.ned88 Seicento



particularised, as they ar% pirteswasveednriincht
Lodge himself with etchings and engraving
profession.

This first artistic pocket guide by Barri,
be defined as a guidebddbk entirely dedicat

1.4.2 Guidebooks to the beauties of | t

o)

Al so noteworthy within the phenomenon of

are the many publications dedicated to the
and architectural, of individual ccittiiess: L
such as Florence, Venice and Rome, but al
flourishing such as Padua, Mant ua, Bol ogn.
I n some cases, these texts included only |

maj ority of the content did not focus on p

they were authentic art guidebooks in th
dedicated to individual <cities.
For the <city of FI orence, a text was pul

thoroughness for selverhbeél lcenzardekll a ocif totl
Written by Francesco Bocchi, an |Italian w
i n an expanded version in 1677, and i s mer

as one of the few rare b'do&krst uorfy,t hiimsmeldii m

foll owing the Vasarian opus and *%®.rom whi ch
2W. L ofdhgee ,Pai nter 6s Voyage of Italy, in which all t1
are particularised, as they are presetwvaedoinn t1B&9s
BHopkui debooks, museum catalogues and the growth of
and F,r amicte., p. 136.

%“F. Bodcec tbiel l ezze della citt”™ di Fiorenza (dove ~ p
pal azzi i pi % notabili ayrtHRIfdrzaB8eek PHILHFD Ipre.zi osi si
®Hopkui debooks, museum catalogues and the growth of
and F,r amicte., p. 136.
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e book was a guide to the artworks of ¢ttt
dex of the artists mentioned, with comm
t and on the technical mastery od the pe
en developed discursively from church 1
ot her . Thus, Bocchi did not [ i mi t his
storical and artistic | andmarks: he el al
he paintings and fardcdodied hmhet reéeirratde t
ppi or Domenico Ghi° | asnnddai Rapabsaet piast o

ri 8 imaéthe index, Boetéhdienoes itncl uldedp
I debook whepteh mbescriinpti ons of individue

atartthest' s depictions and talent <could b
tensively with both scul ptures and pain
ok was an excell ent guide to the <city
peritehrecimaggni fi cence of the city in deta
uld not only |l earn the names of many pa:
pe stressed at the beginning of hi s a
nai s s anauediarntcies t ibcut al so get to apprec
alities of each artist and be empowered

tistic subjects.

for the city of Venice, it was Frances:
rk dedicated to the ar'ttiesnttiucr yb:e atuhtei etsi tol
rst edition, published by Sansovino in
i scomMiuttwas e Cose Notabil® evhBélel & nchea
Itions tbeltetCeséelNamabil i ,chaends anso momr ¢

mmonl|l y GmoevnNatdahbei Imost famous and value

6T

of

FrangenbeFganResudWwbl Bopambj ' s The Beauties of th
1591 (Studies in Medieval cRedhakEaslaypcReBaiusds ansee

532007 pp75856

“BocclThivol a dell e cose pi% notabpilden bdeell elzizber od edellal e
Fi or,e ncziat .

%l bi dem.

®Ansel mo Guisconi (TRrtarecd®c CoSa®&n Nouiabo )l ,iVeeniBed, e ¢
1556.



1581 on which Charles Hope dwelled most f
precision: it was thanks to this publicat:i

scul ptor and architect Jacopo Sansovino, i

coprposed on Venice was initially very conci
hi mself i n subsequent publications, divid
edition as the title itself suggested. Sar
Vi ce by means of a detailed and accurate
scul ptor s, but al so doges and notable pol
various sublime paintings and scul ptures
fored gaaieoul d see, and to which he also pr

booklet to better uUhderstand their signifi
A book by Marsel Grosso onc¢cSazmuddwirmoi magpan
Francesco Sansovino e |la n%dDiiviaedel naoct
parts, the bbob&gdephscwawitaspbaets of Sansov

of the text, the author's sources, and th
such a publishing venture on the Veneti an
artists and i ar ttwoer ktsr ecaitti esce , highlightincg
publication.

Al t hough it cannot be defined asCaseexcl u:

Not awbaisl iundoubtedly one of the first guide

splendid Venice.

On Venice was one of t he -hmassttoerripciaelc elsi toef
published a century LaftMéeme®SanSefil ddB'Bthao

W0, SanBelviemoGCose Notabili ,chwensiocBep,e iIRE Gyle.neti a | i b
015, MafnfaeiVenezi a Fi orTartttiend:e icloster antottaatbd lllio e bel |
Francesco Sapnsdéwniameegdd5&8pAnsovi no scrittore del

internazional-67 ddi csemjfdrie uP2&tla8d 5by di Luca DO&Onghi ¢

Ber gamo, Edi zi oni di Archil et 2019.

102\, GrpoScwl,tore in parolee. Francesco Sansovino e
Rome, Oof ficina Libraria, 2023.

3., BoslcehiMiinere della Pittura. (Compendiosa infol

dell e Pitture publiche di Ven&enacemaFdahtébsol di a
1664c.e Fig. 18.



subsequentlyLé oRbechendimear e &%®lInl al6Pridt,t ur
written by Marco Boschini, an I|talian pa
specifically to the second edition, this p
in the proper sense of the termel ywrtidten

painting.

Much more precise in the organization of
presented a topographical index of al | t h
mentioned by Boschini could be admired, I
cusomary in®guBdsbboksds innovation | aid |
work: he divided churches, palaces, school
osest® eof the city of Venice, so that his
way as an artistic guide to the city, one
edition, Boschini removed the initial i n
publ i ctaot icoma pitner s sacsgaradidn g ot d ntsheegt i nst eeé

the paintings he mentioned and thedr asso

cTavol a del Se¥t iBRat hdit hée [sé&]ru&ture of t h
| anguage used by the author, technical but
seemed to guide the public on a visit to
guide to art iIisisadmrne celea inPidchcermaRaeMisatiarld t od
one of the most cited and reliable I|iter
panor ama'tienn ttuhrey .17

As observed and thoroughly studied by Cha
any doubt the richest in guidebooks and b
cities of ltal yfcenntaryi nghefromatshe I®nsi

104 detmg Ricche Minere d(edolnap emidtitousraa iVhefnoerzmaazniaone di

Non solo delle Pitture publiche di V&Bhneej aFr amac as
Ni col i ni6 78el € t1ESir.g .

BoschieniMi ner e ,dedlidtaolPatdiurautt.i i l uoghi dove so
presente opera.

65estoiseerset iteer m used to indicaffeeacheyghtasearsixod i
nei ghbourhoods: Cannaregio, Castell o, Dorsoduro, S

WBoschenRjcche Minere dedilta. Pittura Venezi ana

np



publications, indicative of the growth ir
demand for these works.

One of the renowned books dedicaG@Gesde t o Rc
Mar avil®l iwesse republished several ti mes ar
expanded and enriched. Il nitially this book
include any modern artist or modern artwor
and relopslavealy phe time among the Roman
editions of this guidebook were extended
contemporary works of art. But wunli ke the
Cose Mar aaisglniodset he artists nor t he art.\
commi ssioning of the same works. For this
devel opment of guidebooks dedicated entire
was sl ower dnd amodr #ihpegavdtiar t he city al so
focus on the relatiofships between art anc
It was in 1638 that a truly informative g
excell ent and precise table of €l cervtednt s,
scul ptural and PRiitcrtaotrticald iWOR oknsai oMoedaer rionya P o n
Totti, in fact mentioned artists of the ¢
his paintings.

On the same stylistic | ine SuwawdiFoi |dippmi tTti
scoltura, et architettbheagonedebooki psevidide
i nventory of the contents of churches and
to attribution, building history, patr oneé
specified that it dvaex toemresiove ththoeo kis rosmnt tl haa
the churches of Ro me, and this combined t
. e cose maravigliose Robenlel, 6 ¥amarciot DordicoRemhator,
dated ardbedbdb&O0Owas redrafted and republished val
1550 wuntil 1619.

WHopeyi debooks, museum catalogues and the growth

Ger many a,ndciFtr-ah&pe. 137

110 P
111 F

TRoitttria,t t o di, RPRame Mold&e3d &h.a
Ftudio di pittura, scolturaRoente,arnélridtettura n



public to the artistic interest of t he n
i ncreasingly aware and demanding of artist
The phenomenon of the diffusion of'!fguidebo
century, unt i | It extended and devel oped
demand for artistic |iterature on modern
public, it was necessary to organiize the w
manner to satisfy their expectations. |t w
ability of art writers that thee plBGadomenon
1%t enturies. In the same historical era, t
today were published, marking a groundbr ec






CHAPTER 2

The first modern catalogues to coll ect

Studying gdher eges mafr yhi st ori ographic and ar
to comprehend why the process of dissemin

was sl ow and gradual

As was stressed in the first chapter of t

t he'Mfalndd'"clebnt uri es witnessed many transforr

l'iterature. Not only did the number of p
stimul ated above al/l by Vasari's publicat:i
dedi cat edbltioc twaes pbor n: artistic guideboc
bookl et s, which belonged neither to the ¢

t heioca&lt treatises, gained populfamd tegarmay nl

17'century. The intention of the authors
themselves art historians, art critics, or
al most dnkentwWwryh the proliferation of pub

gui debooks became the visitorexpehésgenent
and painting.

The increasing frequency with which new bo
of a rise in the demand from the public.
knowl edge was foll owed by a manifested gr
ofartworks of their own ti me, i ncreasingly
mentioned in the guidebooks, and to gain &
At a time in history when there were no m
catal ogues, which constitute today's pri m:é
the guidebooks fulfilled their function a
interest in art and painting was remarkabl
The diffusion of guidebooks in Italian cit

point for this second part of the disserte



tourism in l'taly and outsi de l'taly wil!/

hi storiographic revolution that | ed to ar
pl ace but, as time passing, the phenomenol
we lTlh.e growth of public interest i n art a
Germany and Aus'tcémturdyriimgp drhtei clul ar , t hi
circulation of guidebooks, and additional
museuan eqqites and | uxury productions inhere
private museums, which opened in the cour s
addressed in this chapter.
2.1 A new interest in the attent wgmuy deb.
l'taly
Charles Hope's critical discourse moved or

The'!®le5nt ury was the moment when the first |
appeared in literature, someti mes menti on:

as exemplary characters.

The'dént ury, I nstead, was the era that ma
modern artists, mentioned in various I|iter
nature was frequently scarce, often conf i
bi ogecalphinformation, with the progressive
nature authors were also able to include
certain works of art, both pictorial and
maketai butions (at times correct, at ot he
Vasari hiempet e in

From thhentlwry onwards, guidebooks and pamg
art of al | Il talian cities flourished con
appearing regularly, but also the books
corrected abmed rcaeapambmldieshed i n numerous new

pn



of the century, I n fact, as Hope reports,

than in the Previous centuries

It was not only the increase in publicati
arts, but also the introduction of the f
anachronistically but eff %t itvheeliyr dpeufripnoesde
precisely to create a replica of works of
replacingat heedaod engraved copies of ar

mar keted widely an¥ cheaply for their val
I n t'Heeent7umpdushefper asdudying and writing

require seeing the artworks in person. Thi

o)

and art hi storian Giovanni Pietro Bellori

wor kshdrnd sitn or diees droi thbee talbd emTHs urahel grr i

reproductive prints allowed art historian:
time: although not in their original versi
with a new tool for adksring and under st ar
Referring to the three | evels of knowl edge
of his article, the introduction of print:c

(dur i nidgt etnhteurly8) enabl ed the public to deve

by their i ndi vit®du &It i lalrt imstsisé ngt ¥ loe t he
contextualisation of t he i ndi vi dual wor ks
corr ecits taorrti c al framewor k, an el ement t hat

century through t he acnodmbdiinepd auwsse of cat al c

W2Hopeyi debooks, museum catalogues and the growth
Ger many a,ndciFtr.ancp. 141.

BReproducits vtehertiemtm used in this @ghssegtaphon €oa
4a . Gr iTthfei tprs,nt before photography. An-1BRaOroduct.i
London, The British MU%%®um Press, 2016, pp. 498

U5p, Speartviite di Bellori, @8eglti Sfulbi anoldasist ,0o po mmnapt e
Schreiben ¢(ber Kunst und i hre Medien in Giovan Pi
Fr¢hen (Nerudzeesihti nol ogy, concept s, definitions. Writ.i
Pietro Bellori's |ife),aneddietaeMb ybrymoEd. 8MrGywv ant Ber nhet at
Keazor, Wiagshhasdeomwi tz Publishers, 2014.

WHopeyi debooks, museum catalogues and the growth

Ger many a,ndciFtr.ancp. 131.
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The |iterature examined so far was devoted
I'taly, someti mes of i ndi vi dual Il talian ci
pal aces.

't was at this polffitennitnurhyi,s ttohrayt, tihne tfhier sn
pamphlets specifically addressed to visit
productions aimed to present more artistidc
hi storians or othbhbliaatiehs. mahked aaflyt
the devel opment of art | iterature, anticif
It was not only Charles Hope, but also Sch
Ski phomwho attested to two particular case
Vi sitors. Both writings maintained the f o

in alignment with the proliferation of boc

The first work, published in 1640, was a
ent iDtilcehd ar ati one delle pitti§epdeélliahsdl &
Mattia Rosichcopatftbedwapal Arzo0, the sweepe
duties at the time of publication. Quoting
of dosweaper who was charged with admittir
Cortona's adHteemwwsr kévdeed in charge of shc
frescoed ceiling of the salon of Pal azzo
Cortona between 1632 and 1639. To satisf
number s had prowvwed chbnepiacsikoewds , a Rfri end
knowl edgeabl e than him (|l ater proven to be
write an explanation of the volta's iconoc
seqmipen to the genesiabl pubdbialtl itesvspsctaalle
reported, with those of higheTfTheapameml|ee

sir Philip 19ki9plpomnwa(sl6adnl English traveller, write
travels throughout Europe from 1663 and 1666 was p
P. SkiAppArcount of a Jour neyCoMandter i etsr, 0 6GePanratn yq f |
Franceondon, edited by H. Lintot and J. Osborn, 17
8M. RosDthhnaratione delle pittuyur &®odiel, | #abalba dee'F
publ i sh®ee HRi6g.0.20.

1193, Bel diomagpeontdf Nepotism. The PajnPedn€efbinnigsw
Jersey, Princeton University Press, 1991, p. 137.
1203, CIRiefvti @awmagfs of Nepotism. The Pai mgtTehde Gd ixltieregnd |
Century Journaded2pepp8183831 No. 4,

PH



publ i shed by Rosichino was therefore of enx
were comprehensible and appreciable to bc
intell ectual public as well . I f the openi
novyelitn i tself for thke cekeomingd, déhteheresent
wi t the possibility of consul™i mgboakd egr
de
Se

ext

ribing the paintings constituted cl ear
years | afAedes GB &pwaasmopnudbeltiis hsed, a mu

nsive I|literary work, containing a des

< O
®Q d® d® O =T
>

Il ed descriptions of its interiors, a

(7]
~—+
o

rs as for the ealmet easi mtueersn at iadndlheay

tirely in Latin, it was richly decorate

® o <

® X S
—
D
-

ors of the pal ace; the artists were

-~

produced. It was ahamcRosnocki rapengamehl

®
3
®
a

at a very specific and |l imited audi e

=y

second guidebook advadilggneBdorfgdiresehd upul
cl¥3ana work entirely dedicated to Vill.
|l i shed in 1650 by Giacomo Manil |l i. For

o S O

c

e al |l a curiosit? de o forastieri, e

otissimi.,elper ands® hda i wanyodttad egati sfy t

rs, and especially of the northern

o u <
—
o

t and modern I talian artworks. |t is
Vill a Bor ghesgeuaral aarsodobbar oaml ad t b n ohe

onti sp® emendoft htthemuidhwhowok of this ear|

~ 0 9 < o u v W -
5> - 5 - @ '
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rs.

c
—

for Cardinal Scipione Borghese on R

gardens, the villa was designed to house

2Hopeyi debooks, museum catalogues and the growth
Ger many a,ndciFtr.ancpe. 142.

22Hi eronymus Teti Asdé¢GiBal benoi Teaeiad Quirinalem (A6
descr,i pRoanee)Sed6Birg. 21.

123 G, MaNilla, Borghese fuori di Porta RPRimamiogna (d
Guardarobba ,diRodnet, t & dVitlelda)by Bedo¥i go GBRignani, 16
124 vDedi catmr i ab

25 vi, frontisdecki of Z2he book.

p o



i ncluding modern paintings, antiquities a
outside in the garden and park. Manilli"'s
of a tour guide, provided an i nesittignabl e
treasures: the | ayout and scul ptures of t}
are described, along with the architecture
exterior and interior. The autrmtoyr rldoesmse,d

with the name of the artist and the t heme
Caravaggi o, Titian, Veronese and Giulio R
artists.

What is remarkable about Hope's critical

reported diff er eantctersi bouft i copni noifo np aoinn ttihneg s ,

the time and which instead we oft%n find i
It I's interesting to note thvatl,l aunrBloirkye etst
Mani | | did not include an index at the b
remain uncl ear.

Nonet hel ess, the author's speech was oper
pl easant to read it while admiring the bea
the public through the villa was ewident e
he helped to increase knowledge of the ar
interest of the public.

Al'l in all, the new curiosity of the publi
l ed writers for the first time to produce
who in tmeentalbmomee cases were guapditaes yvilé
where they worked, with the help of arti
cicéormioget her with the greater number of
knowl edge being available to the gener al

name, and the more informed might even be
2%Hopeyi debooks, museum catalogues and the growth

Ger many
27sSchl os
553.

a,ndc iFtr.a,ncpe. 143.
ska, | BEuter at drhaa deeit teeiradruami ,arci stica@, bLi3b



new appetite for admiring works of art f ol

we now call art touri sm.

2.2 The beginning of artistic tourism i

The emergence of topographical l i terature
|l i t er atairece rocarsit Beh | 0'$€s ec o rdterfii mwetded tt o t he

cultural and artistic tourism, aiMed at ad
It began in the seventeenth <century, and
nineteenth centuries, the authentic travel
in I'taly more than anywhere el se. These bc
with travel i n the sense of pilgrimage, b L
modern sense, a journey from city to city

and they aimed to satisfy the itmmecildteg sd

and visitors.

ltaly, famous for its artistic and histor
i ncl udeRlon@necaont i qui ty, t he Renai ssance, 3
| andscapes. On I talian soil, figuryati ve a
cultivated by all the people from the ear
Renai ssance and the Baroque it had exper |
i ncreasingly detailed, precise andattarget ¢
public artistic judgement, and a didactic
devel op so early and so intensively, servi
Europe.

In t‘BRent&ry, art |iterature was increasing
research and, as has already been documeni

122 i dem.

2A1 t hough anachronistic as it devaerltopfeodr, laarite os isna kte
known i nakFntempohircaodr'raerctt |l y frames the desire to adm
beauty without wutilitarian, moral or political <con

PP



its collection and study of materi al|, and

of ol der art historical writings.
The development of art tourism in |Italy we
works published in the previous two centur

exclusive activity of practising ramdy st s,

to |l earn about art, gui ded and assisted b
i nformation on the | ocation of wor ks of a
Il talian cities t hat wer e i ncluded over t

acctue,a as Schfbsser reported)

Looking critically at the |l iterature analy
that the advancement of art | iterature has
art and painting, &% Charles Hope also arc¢
What | iterature stimulated in the first pl
education of the public, in this case a
aristocratic, Whnda'hfhleindtuwe eers tumaeleX T ook wha
known as the Grand Tour. I't consisted of
culture and art practised by the English,
travelling public oft tdfe theneexpenril gnaowas T
al sovolved the activity of artists, both

i ntermediaries for the purchase of painti

pal aces and private art collections that &
to d &%

The same intellectuals who went on the Gr
|l iterary works of great value on I talian

exampl e, was the aWNbhorzi efrst heihe@tidedani nd d s
original GHresbokitstihechen NachH¥ i thaaesl von
Engl iIHHms taeGriicdalcal Nptasgondéttwobyltaly that

¥Schl osslea,| Kutrer, adiutr.a, ap.t i 536 .ca,

BlHopeéyi debooks, museum catalogues and the growth
Ger many a,ndciRirpdbhde’ 1

125 . @r and, Honcri cl opediha tTprsec/c/awiw. t r eccanoiri/t/ enci cl
183 .J. Vol KMimatkarriitsicshcehnen Nac,hr3 c\Walesn. ,violngllpzailg,enl 770
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https://www.treccani.it/enciclopedia/grand-tour/

Ger nsapne a ki ng countries at fame i st ime sadtiw

remar kably extensive. Vol kmann's wor k pl
speaking visitors to Italy. The guide was
on his jgarhegl yhrau the end of which he h
wor k] taheeni*odheagRdiosdinn 11895 .a

The greater availability of artistic |iter
only of the aristocracy, ifni rasrtt nctoodnetrrni bruuts
catalogué&sntluhey MWould | ead this museum |
especially with the i mportant publicati ons
rest of Europe, where the phenomenon of ar
and Austopiraotvagroenicst s with Italy in this e
worl d of art and coll ecting.

2.3 Guidebooks, cataloguekfsemmur y uRwrgp @
Looking'taentihey 18s a whole, it was the fir
hi storians attempted to provi dekei satmartieaual
context in which to place the paintings an
and pan afcecst., Ii't was in this historical p |
collections of works of art were created t
or to nobles and aristocratsweidwe sthe® hihr
of the modern art catal ogue, which was or
catalogue indeed, of the works of art that
Charles Hope divided the publications of
which we wil/ mention here in order to pl &
proper context.

According to -Hepeuryi ghteentlh wor ks wer e
designed to assist visitors to the galleri
1343 . W. Qoteatlhiee,ni(dicahgeg iRogilsles tl tlattdalai an transl ation in

Ver | agl8 1178.1 6
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were produced with the intention of cel e
coll ection, and were therefore ai med at a
necessarily have seen the collection in qu

halff thhe century was mar ked by catal ogues

of TRedes Bamdrtri mmed above, while the ¢
catalogues for the general public®ccurrec
It should be noted, however, that most of
and their masters was to be found only in

whi ch bel onged to the second category:
di s saetmionn of artistic knowledge was partic

hand in hand with the spread of |¥terary

This same century saw a further i mproveme

di splay of artwor-ggblinctdédel lpadtli @anorofsetmh

more thoughtful, playing a central role in
works of art and in conveying notions of
the geographical region where he had | ear
whom he had trained in the workshop durin
dips ay has wundergone several transformati o

di fferent types of display have been used

most collections, and despite the obvious
diapy] the result is not as i mmediately use
paragraphs, the issue of display will be a
consi dered: France, Germany, Austria and,

I n order to thoroughly wunderstand the groc

painting during this period, It i's there
simultaneously the formation of coll ectic
catas oguremeaboveed guidebooks, and the use

communi cati on.

¥Hopeéyi debooks, museum catalogues and the growth
Ger many a,ndciFtr.dddgep. 155
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I n this context, and taking into account

defined the three types of art'%modR19 hat

centuries: guidebooks, musedh ddt arduocghu ehsa ¢
already been said about the guidebook, and
art catalogue, the term |l uxury producti ons
general public of gallery vinisstwarsat butawad
who could afford expensive, exquisitely ¢
noted that the differentiation between cz¢
explicit o&hlwsgrhiadwalsl wot obvious at the
progresses the distinction will become <cl e

For the first time inchhpsersesétacohbh, ohh&u:
not j ust I'talian, artistic |iterature. T

knowl edge throughout the continent.

2.3.1 France: from Roger de Piles to Pi

I n France, théténtstyhahiv bphethertiB of ex

|l iterary productions, including theoretic
aforementioned | uxury productions, as def.
Roger de Pil es, -Frhaen psiessdoanrytme mdt Jewmans a u
engraver, coll ector, t heoretician, and ar

di pl omat at the court of Louis XIlIWsTfor wh
European art collections.

One of his I|literary works fits precisely
published in French Amlmr ea®ide ilna®I(EIEy,.d evaa sp

B vi, -pp5. 144

8] bi dem.

Roger déebrkigl®e sde | a vie des pleéeuinntgs e@uviihAages deBt re
du Peintre parfait, de | a connoissarPag ides elde $ 2di
Fran-ois Muguet Sele6 F9 g(.f i2r3s.t edi ti on) .
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traBammary of the . | Diei oéd panndbeseven Vvo

contained biographies of a carefully sele
reflections on their most notable works. T
according to the audcesssi,onakfi ngheée nt ar iacuw
subdivision of the I talian and European

peculiar:L'itd®@endaiff€Bngr eTthreamn kieiat of t he

paintea manual of painting aimed at arti st
in a |l anguage wunderstandable to anyone w
painting, offering a simple guide to arti s
refdeonethe i mportance of the concept of .
nature of painting, stressing the importar
the title of the book suggested.

In this text, deT®bl es de% | Guiatphi tan edsinvdiesxi,c
chapters and their respective subjects wi
had become common practice in arNdmgic | i
des peintres, dont on a s®par® | e¥ RO®fI| exi
i n which he |Iisted the names of the arti si
reference to the biographical page. 1t 1is
into English and Ger man, an indication o
translation of a book was stild/l a demandi

which combined the genres of bi ographi es

theoretical treatise on painting, tand pre
geographical schools (an innovation at t he
but throughout Europe, and served as a mod
foll owed.

I n fact, bet ween 1745 and 1752, the French
Dezallier d' Argenvill e, i nspired by this

author, d' Argenville clai med, had openly e

“pvi,6pp. 1

Ysee 2FR § .

YW2English Nemes!| afi pmai nters, whose Reflections on t
theirSde vieisg. 25.



in the futur Abrepg® dehdd aimewersFpeoshfiam
two vét uméd hough the title and purported
suggest a close resemblance, there were cCeée
irstly, the | atter presented an initial

awbDingcours sur |l a Connoissdfcevhdeh Dass

-~

F
d
foll owegd@dblby &es noms des Peintres, dont |
d

0
ans |l a premeer O pangkestdeof the names of

ives and portraits are to be found i mmed
il ographies is similar to that of de Pil e:
rtist, the poreéerhitstwapagaegofavieds oli ofr ap

storical and bi ographical presentation.

o T 9 T

Argenville presented the artists he cho:
nitially £tbeéee“wbasnadt teher e were Roman, FI
Lombard, Neapolitan and Spanish and, fin
n

cludedi sevemtyi es of Dutch and FIl emish

~—+
-

ue pdi nTtheéirssé@ractice of subdividing the
and geographically by school became incre
setehi s model recurring also in the displa
coll ections, contemporary with these text:s
The accuracy of the information provided
historical explanations and, l astly, the
gave the public new knowledge and more gui
conmi buted to spread the beauty of [T talian

WA, J. D. dbneg@ndellla,vie des plus fameux peintre:
en tddudde, |l es indications de | eurs principaux ouv
et | a maniere de conno’  t rEen g reasn sdle.s sSu mnsa rdye so fg rtahned s
most famous painters (with their portraits engr ave
reflections on their characters and thelWwg8¢.to kno
See Fig. 26.

W v i X Wplpl. V
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Yl vi, p. 1.
¥ p, MiBenzdl,l i er d' Argenville's Abr®g® de | a vie
contemporary <collectors or a survey ,o0fc¢ Sihmi otlausst:e

Net herl ands Quarteég!|l Wwofor 3R RN IsOBP @32 DI 2 Ar t



I n his <critical essay, Hope furthermore
productions fdkenhergr Fraaneked whi t8 consti

catal ogues published for the magnificent
reigning family. Hope argued, however, tha
material valuewdnaht he aadi evmce tfemrr was nc
public of readers, amateurs and aen | over
aristocratic or royal audi ence. Il n most .
was to popularise the wealth and splendour
families of the samé rank in Europe at t he
Description des tableaux du Palais Royal

ouvr®gas writtttmy inbulam>-7i s Du-GRBdias sde aSa
French intellectual wha ald®tmre bheogyarme dee Qree
scul pnurPari s: it I's the first artistic ca
collection, al beit in an inventori al forn
according to Hopeb6s critical opinion. The
andennhery of the Royal CB IRcke onf odr IPhans
collection of more than five hundred wor ks
Parisian s-Raval th@hé&atal becti on was signi
collecting as it was one oVYert ha&s d eamlglessd 3
al most entirely open to the public. I n thi
to enjoy the works of art. The author orga
arranged, for each arotlilsotwehde biyn cal uldiesdt ao fb
that artist in the collection; and then foc
“WHopeyi debooks, museum catalogues and the growth

Ger many a,ndciFtr.ancp. 146.
W . F. Du BGet dDéscBaipmni on des tableaux du Palais RO
t°te de | guft Enghegacrgiestii.on of t hRoyal ntwintgls i me t lhie

the painters at the h8ad Bfigthevr works), Pari s, 1
%A second and upbederdwediipgdoini oHed hien 1737.

Biphilippe 11, Duke28f) @rals®anspr(iinec’e4d sol dier and
Regent of the Kingdom of France from 1ll7el 5R®&gentl hi
The Duke assembled the Orl ®ans Collection, one of

assembl ednomyara& hnon



though of Ilittle interest to visith®rs, suc
Finally, he presented a brief, uncritical
subject and describing the scene.

The i mportance of this first printed catal
a catalogue and an invBPasorppbéeEdbbhbecwhllV et
the subsequent and equally valuabl e catal

FranBenmsard L®pici ® a French engraver and
l uxury <catal ogue, more el egant and refine
Hop® enChthedgue raisonn®+%*debsi vi @lelde auwx od
vol umes, it was entirely devoted to Itali
the French royal coll ection. As with De
classified by school: the fifscal «oFIluareentiu
andftloée Romheneecond, publ ifschoe de iVA®nl 7t5 4e,n
and £tchoel e de . L oJnHarkdei eDu Boi s, L®pi ci ® n
subdivision by schools to the purely alph
within each school according to a peculiar
of PirThe format of the biographies, folloc

remai ned unchanged, although L®pici®' s col
in their reading of the paintings. |t is a
readers and visitors to the collection to
and orderly context, thus contributing to
were not yet fully available and accessi bl
Mor eover, since Fran-o0ois L®pici® was an e
times in the text to the i mportance of pr
usefulness in enabl i n'Y athey oanles ot os tjruedsgsee da tw
2Hop6&uyi debooks, museum catalogues and the growth
Ger many a,ndciFtr.ancp. 145.

BB Hopeyi debooks, museum cat al oiguteesr easntd itnh ep agirnotwtnhg

Ger many a,ndciFtr.ancpe. 146.
F, B. LCReptiaclioRue rai sonn® des tableaux du Roy (ave

par ordre de Sa Majest®, contenant | 6£Ecol e FIl oren
| 6£cole de Pambardiepri merie Roylari5sé e rEo®ddl printin
Hopeéeyi debooks, museum catalogues and the growth

Ger many a,ndciFtr.ancp. 146.
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i ncluding prints and engravings, I n addit
served to preserve and safeguard artworKks
mi ght not be able to admire paintings in |
ohhave been | ost. The design and compositi

i ntended to make artistic knowledge acces

but also to future audiences, and to trans:s
The third Iiterary work that Hidtpeen tiudreyn t i f
France was Pierre CroReadueilgridi'nedtosmp ey i nt
Pierre Crozat was a renowned art collecto
the suggestion of the Duke of Or | ®ans, h
catalogue of reproductive prin®s wift i hteh evo
aim of <celebrating it and making it knowl
Europe. Crozat was assisted in the manager
histor irJananPiMarrrieette, who wrote thezatxt s
empl oyed a considerable number of engr ave
drawings in the collectionThkeowaveful FBanmn
the A% hBadokCrozat was often dissatisfied
Th®ecUusilpl an was ambitious, to say the |
published, mainly devoted to Italian art,
the first two vol umes, covering the Roman
publ i shedweraends ptlheenydi dl'y crafted, both fo
engravings and for Mariette's useful desc
essay, Hope noted that each work was acco

cont¥% xt n accowhdancheadwiatilhr eady been seen ea
attempt by art historians to provide a hi ¢

of coll ections and i n art-ebouclkhegd edit mnar chert

P, Crozat ,RelcWPei Mad'iestt@mpes (d'apr s |l es plus be:
dessins qui sont en France: dans | e Cabinet du Ro:
dans d'autres cabinets; divis® duwmi Waret dleess pceii fnft®rees
description histoyriRBari de IchpgilddPad IBagpy !l e, 1729
8pjierrei Enczat ppediha tTprsec/c/anmiw. t r ec c acnrio.2iatt//enci cl o]
9F ., HaTstkee IRgi nf ul Bi,r tLho nadfo nt, h €F hAarmte sBamkl Hudson edi
Hop&yi debooks, museum catalogues and the growth
Ger many a,ndciFtr.ancp. 147.



https://www.treccani.it/enciclopedia/pierre-crozat/

better understand individual paintings an

unli ke at the same time in Germany as will

The introduction of critical and art histoc
process of the devel opment of the art publ
| evel of alatchkndiwh ghdeyeen Haovpaei | ab | ei tt oi st he
through this type of knowl edge that the p

appreciate works of art.

2.3.2 Germany: i nventory catalogues to

gal l eri es

I n Ger ma'ftye,nttuhrey Im8as a crucial period for t
because it was the first time that | arge
families were regularly opened to the gene
as a pubt®ti dmese first Ger man picture

masterpieces that were of interest both t

and amateurs who could admire them and ex

gal l eries wadenah et hbstpooivcal perspect
coll ections, but rather to display relevar
Nevertheless, the earliest art catal ogues

i nventories: Hope caleddibaemi hgvehabdoryhe:
relied on manuscript i nventories of the ¢
catalogues contained little information tr

but rat her mor e det anl sabant t Beh mirdgaaMor kE

di mensi ons, type of support, i nscriptions
pl ayed an essenti al rol e 1in unambi guous|l
collection, as they proviedlde d aa ag roena te adceha Ip

¥'The First Modern Museums of'laArd :E &ihep tBili &yt hE wrf o men
edited Bgul , Los Angeles, published by The J. Paul
2Hopeyi debooks, museum catalogues and the growth
Ger many a,ndciFtr.ancp. 143.
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Many of these Ger man catal ogues, which wil
to the public in this century and, togeth
o f paintings in galleries began to be use

providing them with a minimum of historica

and unclassified). I n fact, the criteri a
from one coll ection t o anot her: sometim
chrdmgical order, sometimes by artist, sol

painting.

The first princely painting gallery was bu
was i ntended to be temporary, with the I
permanently housétt wascoluiéttaonthe reques
Pal atD¢nses eolfdor f Johann Wil helm |1, who com

Gerhard Jo%ephpKadscé the first ever prin

gal l ery. The catalogue appeared in two ed:i
175P and |isted the 341 paintings in the

order in which they hung on the gallery w:
wor ks of Peter Paul Rubens: the Rubens col
the King of Spain, was the | argest and mos
room of the gallery was devoted exclusivel
that had never happened before. |l mtt he ot
arranged by artist, nor did there seem to

or by school . Karsch included a short cap
81 vi, p. 144,

¥ Gerhard Josefh 5KB9r svals (al 66 man painter who, afte
the D¢sseldorf Picture Gallery, wrote the first ca
of the Elector in 1716.t The nodt plosgu & lies tmo tk ndbavt ed
published, but it is certain that it was not publ i

fact that the first editions of the cegtdlldguevhmont
came to power in that year.

165 G, J. AKwmgfsghr,liche und gre¢gndliche Specification
Gem2hl den wel che | nRdasird ermatl 4 trda et dgs Chluaddff in gr
fi,ndD¢ s scell7dlcbr. f

French Dveesrisginoant:i on exacte des peintures precieuses,
de | a residence EdecSwom aAlet Pad BitSarehaéllobDlissel da7 26, a
See Fig. 31.



size, medium and some brief ic®¥nogmiaphic
clarifies the imeamitrog \vosfc attsheddotdayrenChar | es H

of the information contained in these ear|l
no interest to visitors of the gallery, ar
of an inventory oforn hef ctoHils caatoanl.o dAu € owiptal
Recuwei ICrozat , mentioned above, reveal s t|
catalogues, even though they developed in
A new catalogue of the D¢sseldorf coll ecti
was edited in the 1750cuilty CoHd nsestimr eRr
Ger ffan

It was |l ater in 1756 that the German Princ
the arrangement of the paintings in the g
and painter Lambert Krahe, as Hopé&@derecouni
five rooms seemed to have a specific disrtg
exclusively to Flemish painters; the thir:

entirely devoted t o ®ubTehnes ,neans ciatt ahl aodg ubee ew
by the court architect Ni colas de Pigage,
Christian von Mechel a n dC htalhred eyso unagv eRaruexn c ha
publishéd® iln i&d7&onsidered one of the mos
t hetfcledht ur y: firstly, for the richness of
position of the pictures on the gallery wa
in finding their way around the paintings
preci sion of the captions of the pictures

subject depicted andsthbemembl sakiert obsp

66T, KeZers&eschicht-eaande Ga$ammleking lmrl hrederitmi 418or vy

of the collection antdcegnatlulreyr)y, ccaltoaulrongaule oifn Stwhies s1 &
Hi st,blpy 622,05 pp1l58586.

', L. C@Qdlalmgue des tableaux qui se trouvent dans
Pal ati ne aGeDg¢masne |Weorrsfebohni s der Schil dereyen, we |

Galerien des Schlosses seinearnzQhurefffenhlisehéedh i Dasc la
not dated).

8 Hopeyi debooks, museum catalogues and the growth
Ger many a,ndciFtr.a,ncpe. 150.
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the catalogue did not alltowusladaddihreg datlait

appreciation to the wusual technical dat a
This catalogue remained an i nvemtderxy obdut ,
artists at the end of the publication and

provided the record of artworks, this one
in the QolTlheectdombi nati on of text and eng

i ntention of Pigage, von Mechel and Laveal
make art accessible and comprehensi bl e tc
Al t hough stirlilngf ar hfirsamrgf fod8 art, this ¢
celebrate the Elector's collection, but al

Charl es Hope also brought the Dresden ga
catalogue produced for 't ertcuruy eGerarhd rey.y Te
catalogue dedicated to the roy4l wdidlhl eact i

second edition published soon after in 17
Ger man art historian and | ibrarian Car/

i nvenbtorynvento-rtthat¢ atcaolldgewd ed and cat al oc¢
hodred or Sso paintings, with prints and
undoubtedly inspiredRecu etitleei nneokdeenl doifd Giroot:
bi ographies of the artists, l i miting hims
foll owed by the printed reproductions of

analsiHei neken also added information abo
collection: the aim was not so much to r ec
testify to their value and qualiY¥y in the
The royal coll ection in Dresd&ahewansdut Ben

I ntefiaedyein both of them, the display of

T, W. Gaeht gensDi slp.l aMaramhle sfAarnto, Hi st or y: The D¢s

Catal,odws Angeles, Getty Research I nstitute Public
1C. H. vonRereuienielk ednd,Est ampes doéapr s |l es plus c®l |
Dresde (contenant cingquante pi ces avec unpe descri
2 vol s, Dresden, 1753.

2Hopeéeyi debooks, museum catalogues pamditthg gnowtlal

Ger many a,ndciFtr.ancpe. 147.

s, RRmuoxm Mariette to Joull ain:-CemdweryarfFaoe narmd AVialt
Cat al ctigrmvenance. An Al,t elronsa tAen gHeil setso,r ye doift eAdr tby G.
Reist, 2012.

cy



than to
of the g

make the viewing of the paintings
alleries,™andntedGenm&nenochlVhl]l7y

i nventory type: it did not contain printe
l i st of artists and the subjects they pori
unl i ke the pr evilouwdse donseosme tbhiiosg raameiicmad [
painters.

l nstead, the most extensive catalogue ded
published in 1782 by JoAbarnG®g & udgyeu slta Lwihen i chg
dont |l es tableaux composelt Wwnani tGaé¢mrereet iEd
French, it was a luxury producti on. Not o
catal ogues, but it al so had a more detail
divided into national schoolls, afnidr slti sda red
chronol ogical order; for each, Lehninger
d' ArgeAbr Rg®espite its sophistication, Ci
catalogue was not written spetfifecahl!l gffer
1750, German catal ogues rbearsad dh,e da npd eidto nw ansa
common for art historical notions to be ir
Charl es Hope, in his critical essay, al so
seems to be a partial eixcfepritmatni ve® dme motm
use German inventory catalogues,ed&vel opec
A picture gallery was set up in Potsdam, r

in the e
Pot sdam,

King of

astern part of the homonymous park
the capital of Brandenbur g, now

Prussi a, built a summer residence

entr ustgead etro etMmestplrica®r Oesterreich, then d

43, A. RiedelCat@.l .guWwe ndzeesl ,t abl eaux de Dr& s@a&lner ilg 65l
%3 . A. LeAbri®GggRerd,e |l a vie des peintres, dont les ta

Dresde (avec |l e d®tail de tous |l es Tableaux de cet
ces QChéfusres de Drae pae s mplie Preatirrse d.&eka FCgur 341782
""Hopeéyi debooks, museum catalogues and the growth

Ger many a,ndciFtr.ancp. 149.
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Gal Fer pesterreich, who was also a painter
expertise as an artist to produce the firs
to be hung on the wall, a tool designed a
to thé®gallery

The custom of wusing a plan showing the | a
paintings within it is still wused today ir
find their way around the coll ectimned But
plan all owed, and still allows, the public
order to see them and, above all, whether
were most interested, or thosetcraatredely
usef ul t ool changed the role of the art p
one, in which the visitor could construct
Oesterreich also compiled a catalogue for
German and F¥ emchyeiar 1a%@der the hanging ga
republ i shed sever al ti mes ywiatrls g Imimgldti a tme
foll ®wi ©Ogsterreich's <catalogue was desigr
conjunction with the gallery plan: it was
of them, and the paintings were numbered |
furtheart ifngcitlhiet combi ned wuse of catal ogue
di vided into gelotgalaipaan,. aF| esmicwtolrandgFntenct
|l ayout of the gallery rooms. |In fact, as H
met hod agfi ndyi pmli nti ngs was to 8eparate 1ta
I ndeed, the example of the Potsdam Gall ery
catal ogue and t he princely c o'ltl eenctt ui royn s :
catalogues were inventory catalogues, t 0
picture Gallery Sanssouci, Prussi®&8mamdé mlcersg,and

Potsdam ,G@onmghg Arts & Culture

Av ai

| athlt ¢ past / /@rtsandculture-saomesgloaaccom/ partner/ bi

%S ee 3F5.g.

180 M

OestkRagehrceni,bung HBield«&Cgdlglldrcihenunésodes Kabin

(tr®esktription of the Royal Pi-ScotyugrieP dstad d &@my Bhhald .t h

181 M

OestkRagehrceni,bung der Keniglichen BBSbdergaller

Pot sdangeel 7F7i0g.. 36.
BHopeyi debooks, museum catalogues and the growth
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https://artsandculture.google.com/partner/bildergalerie-sanssouci

catal ogues for the public and the first us
encouraging and stimulpubhgcpeopl ect oowniss i

and to engage proactively and curiously wi

2.3.3 Austria: a new arrangement for tF

I n neighbouringncdwmstpaiant itrheteaeblueryy wias

Vienna, where the art collection of the H
Stall burg, an imposing Austrian castl e use
The spectacular and refined collection of

and the artistic expression of the countr

paintings but also sculptures, j ewel | ery,
ki nds; i ndeed, the collectiomemrctbinrtimeaed t
devel opment of Austrian artistic |iteratul
extensive Habsburg collection of paintings
such as Raphael, Ti tian, Gi orgi onrey, Ant on
others. The interest of the art historian
cataloguing of this i mperial gal l ery.

The compilation of the first cata¥popgue wa:
an Austrian painter and engraver: t he ori

was to produce no fewer than thirty vol ume
of the collection. However, the original
pubi sThreedat r um AfRiins fPRPiuat oroilawuemes bet ween 17

fifth vol Bmedrdmds 1285, whi ch was i ntend:¢
introduction to the subsequent volumes, t
BCat alCognnewi sseur shilpr sammsl Raree aBasks Ltd., New YorKk

¥Anton Joseph Goomgl| Rrédmmner & Cul ture
Avail alhlte pat 7/ /@rtsandcul t-uo ®e gioroegn ree rc/ognl/ 22Nt 4 d HYw 2amlt
A, ). vonm hRragmmewr Artis Pictoriae (quo tabul ae dep
Pinacotheca servantur | eviore 4c avenll ast. ur ABiE e mia, i M7 28
A, J. von PrennPr podFo nmiiaenn nSat,a mp7adrst.,



https://artsandculture.google.com/entity/anton-joseph-von-prenner/g12314d7w?hl=it

Wh a 't Hope regarded as peculiar and remarKk
publ i shed his &empattu baubsouatn dt hrei cshame peri o
catalogue included no writte#hikextal ongi t In
l i nes of the Ger man model : these vol ume:

reproducing the p&li nfFomgeaich whekc¢collbac tPir

name of the author and the di mensions of

description of the subjects depicted, no |
hi storical notesthis$ iexnowasunevesi mgnt he
hilsa LetteratumbtMoouglstitba engravings wer
catal ogue was not particularly memorabl e,

not seem to follow any criteria.

I n 1776, Maria Theresa of Austria and her
the Habsburg | mperi al Picture Gallery to L

alaces builtenthutyheasaalyurm@er residence

- O

wo pal aces, Upper and L¥sveer Beeil vlreideatee G
Bel vedene of Austria's most renowned muse.dL
Emperor Joseph entrusted Christian wvon \
cataloguing and exhibiting his huge and i
engraver, publ i sher and art dealer by prof
it walk Ulbsepintention to transform the Hat
exhibition that would show-bbthbedutgt ell e
uneduegatend act t hat was revolutionary in
consideredctusive domain of the upper cl a:
an emperor who was expressing this wish. T
therefore to make art accessible from a ne
and agecattahat would eX¥pl adhae Habsbor ghgalple

one of the first public museums in the wort

¥ Hopeéyi debooks, museum catalogues and the growth
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Vol . 48620N®.ppi34337



The arrangement of the collection was c¢com

met hod of organi sing works of art, accor o
because it was both chronol ogical and art
bywational and then more specifically styl:]
wi dely employed in art catalogues but had
of artworks. |t should also be noted that,
Potsdam and Dresden galleries discussed a
were smaller and thus more®uited to Meche

The first catalogue of the Belvedé®te paint

and in French in 1784, was a litetary pr o
for the time: the focus of the catalogue
det ai | on the history of the collection, a
on display, emphasising their i mmeasur abl e
The structure of the catalogue foll owed ¢t
geographical schools. All the paintings WwWEe

was designed to be used and consulted by
practice of placing a star next to the mos

a hierarchical scale of i mportance among t

The emphasis of the catalogue and the arr.
role of the painting gallery and of art,

many moder!¥ museums

BWHopeyi debooks, museum catalogues and the growth
Ger many a,ndciFtr.ancpe. 154.

9°C., von Weaecghdlc,hni ¢ der Gem2|l de der Kai §ernlgi.ch K®°n
Trahskpaibofitings in the I mperipn] WoegBbePFBBuUr&7 Gal l
¥ bi dem.

2y, Mi Ebhaset hi storisches MDyeaamti Beswmedaede tihdi dnuma .t
The First Modern Museums of 'Andt.Tdrhteu rByi r Eeddriobpted a n |
by C. Paul, Los -A®@eles, 2012, pp. 167



2.3.4 ltaly: the first catalogues to ptL

Whil @ishery of Italian art | i¥erianUree cbal
century Italy did not yet have museums or
those in Germany and Austria. As already
into account that the Italian art public
anci ent art and scul pture, which hhlad beer
century

The first public art museum was the Museo
which a picture gallery was added in 1751.
and artists of t h%anmd craate nfi ar dti h 6 age rLaircal
I n Rome, too, it was only at the end of th

o f t wo art coll e€Catahogappear ggdicadai f ier i
pal adzeZdd ' eccel l entissifa [Calslai Cloddninm 1 N8 R
t hDeescrizione ragion¥Yitm D294 .a AadrlietriicaalDoat
two |iterary works reveals that they were
not very argumentative, and that neither o
hi storical nat urlet horthg s 4d mtdii sctaitce sl ittheartat ua
developed in Italy in the 'Sfrereatiucys therst pric
had sl owed down and I talian production was

and accuracy to what had already been pub

¥Schl osslea , | Kurer at wi & .ar pi. stbidda

YHopeyi debooks, museum catalogues and the growth
Ger mankr amadei t., p. 152.

ThAccademia Nazionsalan das sSoacni altican of artists in
Federico Zuccari.

Anonyntoautsa,l ogo ded quadri e pitture esistenti nel
in RoGoal | 6i ndicazione dei | oro Autori, diRom®, in se
Arcangel o Casaletti editor, 1783.

s, ToOeeCcrizione ragionata della Galleria Doria (
dedicata a Sua Altezza | a PrinhcRpressal diigiRaRen egad |

edi tor, 1794.
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ing the focus f r®@ar |IReornee vpedgrleid r @dfafciaz ip t b

eum for the first time in 1769, at the
ouraged a radical transformation of t
ai ssance paintings, a periodndnwadi ch
gely neglected, but which were neverthe
y contributed to t heartcirsetaitci omi soft .a At it
vi dws yce&n ul i o Manc it%ti hahtadworrecso nfnreannd e d

rical periods should be exhibited tog

d should be hung side by side, wi t h

0
o
ngement seemed to lyave amo ainntpeantitomgo f
0
a

a

ool s, nor of separating it from that o
many. Il n Italy, the first publ i-c art n
ely artistic approacrmhtto the arrangemer
reorgani sation of the Gallerie was en:
NnNra@ . I n 1780, the Uffi zi was enriched
ch initially contained onl y'fsdrdd® 5 gs b
turi es.

1782, after the rearrangement of the g:
Real Galleria di Fi % enzewhicchebeidésacei
more modern display of paintings, e m

hi bition to @mharmsde ci tasplkicst orffihealcat al o

ergal t&dei es and the drawings cabinet ro

a critical and contextualised manner .
ncesco Zacchiroli, a poet and essayi st
[ i Uffi zi in Fl orence, this time writt e

%A, M. Thar bevel opment of the CollectioAstadduMnaka

Vol .

199 G
200 L

No2B2Q06a®B7 pp14336
Maggohnei derazignil-sd4d®B| éppbtished NLa&B&57)n. two v
A. LanReal Galleria di Firenze accresciuta e ri

Granduca dHI| ofrpesndc®8 &) Fi g. 38.
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Description de | a ®al eoteondtyalde ddetFlcomenr
of the galleries, which in this case had
Zacchiroli's fprcaicsi ssenl yt hteh et elxits twoarsy of t he
the Renai ssance revival of painting, and t
The developments in art [ane'rttedndrug iiers Bwerr
i mmense, but the greatest achievement was
di spl ays, |l abels and the contextualisatio
museums: ‘'freentluatye pudl ic could finally adm
art .

0IF, Zachendaroilgt,i on de | a gaFloienceyal@88e Florenc



CHAPTER 3

The educational role of modern museur
The devel opment and gr owt h of publ i c i n:
simultaneous devel opment of art ' iteratur
witnessed and critically analysed in this

of CHheorpleesand the el aboration of his study
in literature, especially I|tdlkieamnulriyteMbais
research has also shown how the emergence
pmphl ets to pocket guides, to guidebooks,
18tentury. The process of growth was | ong
first and foremost, the difficulty-of obt:

before printing and-apdi hhedcoabdbpiueserofangaikm

bet ween the gener al public and art histo
restrained the public's interest i n appro
exwcdi ve preserve of the soci al el ite.

By the efhHenfuthe tiBe first public museums
been founded, as well as the first galler
without any particular distinction of soc
expanded | avgilodb wor ks of art was accompa
collections and museums themselves which,
for the public, were nevertheless extremel

catal ogue bneecnatneel amefdui nudna, surpassing gui de

content, precision and in the expertise r
made it more reliable.

Even in the |light of the new wuse of the d
tool , it I's clear that curators and cat al
contaemd the artwomksanthemséaleesvrical manne
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mmuni cate them to the public. However, t

museums and galleries andsciabotwviefatl!lrriaog
is tendency changed, 'eepeci g | wi ah the -
gani sation of paintings in their displ a\)
national or chronological arrangement.

e very fact that catalogues were suppl en
| l ections were rearrand¢@adifeden ttihriise sp,urip
dicative of a new interest in af%, this

t for the creation and di ssemination of

blic and made especially for the public:
ucati onal museums and modern catal ogues.
e public thus became an integral part of

t hi storians and art deal ers who were al

3.1 Art historical arrangement of paint
e'ftle9nt ury was a century of change in the
search, it can be seen that the devel opr
nded to improve ant® aBeghori hpewhilbtarm
splaying paintings, which went hand i n h
nds of art, the change also involved th
terpreted; t he -g@lue s eitobnnsi baft od e rcteanitnu r w rs
amining them and investigating their pr«

d art hi storians to carry out art hi st
storically coherent anwdi tdhrtohneo | prgii mar y n
king art history aceeperbl pubodi thei axpaea
d thoughtful way.

22l ntended as c@frt. ffd2dtamdt' es sakeée.
WHopeuyui debooks, museum catalogues and the growth
Ger many a,ndciFtr.dam®&ep. 156
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With regard to displt&ye,ntiutr ywa sh en artoesd tctoartme
was to display pictures from different S

chronol ogi cal order. There were therefore
arrange them. This perrsy,stwhde nunitn-tshoenmee geanlc
case of Von Mechel in Viennd-wameaoalgseds
began a tentative reorganisation of the ex
those of northern Europe (the distinction
often drawn), and someti measf epeainntoirmg@,ni sii m
what is done in museums today.

The real guestion of the most appropriate
French Revoluti ohfanadittlednteirti iersn ovhetnhe 18&r
| ooted works of art arrived in France and
and especially Parisian, coll ections and
di scourse was that it fwasekbadreéeithag wbekd
di scussed, taking into account not onl vy
hi stcmadl factors. Museums, as they emerged |
were public institutions with both <conseil

peo¥l eln the revolutionary and Napoleonic
the display was still based on an aesthe
hi storical one: although the debate had

prevd&il ed

There was also a change in the choice of
and more interesting to exhibit, which <co
met hodol ogy: there was +inalfadt papi-miewi vent &
pBnomenon analysed in detail by the art hi

ent iTthiee dPr ef er enc e® ftohratt hies ,Prlitnailtiiavne ar t i s

24“Concerning Von Mechel 3i8 Miusrnmd.,a:s eae neevctairamnge me
i mperialoftot hiestdiomisertation.

2054, McCll elvlean,ing the Louvre. Art, Politics, and
Eighteent h , CBretrlkAeeyUaRiawdarssi ty of CaRifornia Press,
WHopeui debooks, museum catalogues and the growth

Ger many a,ndciFtr.ancpe. 156.
207E, H. GoTnbe i Rrhef erPariard tfiovre.t lEg@i sodes in the Histor
London, Phai don Press, 2002.
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worked between the | ate Middle Ages and t

Vasari's é&tapbhosghian interest does not
the Primitives, which had been neglected
centuries, were revalued at this time. |t

emphasi sedcalt hearhistorci val ue of t he Pri mi

Renai ssance masters such as Raphael and M
educational value, as Primitivesodé painting
devel op motries tried adidliistrineesw i nterest was n
debated because it openly chall enged ct
connoi’®aadraet historians, who had- establ
celebrated Ol d Masters. It mu st be stres
remained at a purely theoretical l evel , fi

museums cwasi exly <confined to France and
example? jnbutabpove all because the sele
exhibited remained conventiorablhiewenhatn t
broad predilection for the Old Masters, al

The fact t hat paintings of the Primitive

conventional wor ks of the Ol d MNMexntoer.s wa:
Writer, engraver and art historian, Denon
| ooti ngs ooff waartk from al l over Europe, whi ¢

museums at the'!'begtoningl obf wakeDé&Bon hi mse
Mus ®e Napwphliedn | at er became the -Mbe®e du
recovered thPrpamihtivegsiaflthey ad¥ exhibi
indeed, Gombrich also reported the presenc

as from 1811, the year in which*™Denon went

2For a definition of tdhfer Prirédottnotess in Giorgio Vas
2°GombrTihcen ,Preference tot-9fhppPrbmitive
201 bi dem.

A E, HaR&aildgcoveries in art: some aspects of taste
Franckthaca, New York, Cornell University Press, 1
22Hopeéuyi debooks, museum catalogues and the growth

Ger many a,ndciFtr.ancpe. 156.
231 bi dem.
2“GombrTihceh ,Preference tot.thp.PLDBi tive

y n



The presence of Primitives in museum col | e
di splay. At first, only these works were

ot her paintings that were mainly arrranged

to artistic school s. This difference was
Primitive works compared to | ater artwor Kk
recognised and their presence i n museums
thédronol ogi cal order combined with the d

became the main exhibition crPrhteria and gr

As far as art | iterature is concerned, a
di fferent regions of Italy was never prod:!
l i sting most of the paintidYys Toi sawabeds9t
mainly to assist curators in organising |
museums, as these inventories were then us:s

|l ook at t heseNotnivceentdes epri(recigpaux tabl ec

Lomba&¥direeveal s that the intention of t he
towards a more ri gorwaise mtniafliycsitsy, p e f me rhtei c
these inventories, the authors did not sin
made genuine stylistic and techni cal analy

as both Primitives awdr &l di Maetlers @&wleplkahbae

each was given a number to facilitate cl
bi ogranpl detail s, such as birth, deat h an
were presented, also in chronological or de
And i f the structure of the inventories we
the first time in a particularly detail ed
painting: where it was | ocated in ilttaly, f
was paid for, and all the infor?atThlins der
Hopeéui debooks, museum catalogues and the growth

Ger many a,ndciFtr.ancpe. 156.

261 bi dem.

2"fNotice des principaux tableaux recueillis dans | a
fran-ais: dont | '"exposition provisd®iare saudanplrii ene r d
Sciences eSteeArktisg,. 13799.7 .
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unusual i nterest I n provenance actwually h
French scholars and curators was precisely
and then translate it into the exhibitio
undoubtedly worthy and fundament al step t

i N museums.

It is also noteworthy that these inventor.i
Averti?®seinmewitt ed the public to make an inf
the knowledge contained in the inventorie

comparing them with others from the same
subject, wimadle waoassabte by the [ arge num

together. The public was therefore the fir

I n order for the display of the new muse

hi storical, It was al ssexampree at heeat ori bit
paintings they <contained. The institution
preodsi onalism and precision in what was d
di sseminating historical and artistic know
paintings, for which there were not yet s

a painting to an artist (rather than to a
example) made it necessary to question th
we l | as the dating of the works trlbpamsel ve:
hi storical research through written source
carried out i n the previous century becau

collections where, as Hope r%ported, attri

In the firdtcemaluffypf cuhat dP@s increasingl.y
research, and a historical organisation of
dating errors or dubious attributions. The
into creabfngra hhatocguld be communicatec
to posterity.

2Noticpridrecsi paux tableaux recueillis en Iltalie (
Fran; aPaj)i s, Il mpri merni7véd 7/& .BRxi 4FOi ges et Art s,
2Hopeyi debooks, museum catalogues and the growth

Ger many a,ndciFtrr-amepe. 156
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3.2 Educational <cataétwpgees pobl egpert e

To conclude this study on the intrinsic |
and t hwdotua ttehlek first moder shicdtoali ccgau e Ina nc
and with an educational and formative rol
the figures of certain curators and art h

today'id earatt ur e. First and foremost, Fr ®d®

Fr®d®ric Villot was a French printmaker, e
conservateur( dliersecg®irntaurde sZur &bor tbe pauw
Museum %n ®aposition he held from 1848 to
Mus®um central des aahé¢é sLdevia R®pudil negd ema
hi storical wvalwue. The project that Vill ot
was exceptional. He al most completely reor

considering fi tnottd-delsssawmreange t he paintings

precise historical criteria: wor ks by the
di splayed with all those from thehfame ar't
chronol ogi cal criterion as a primary basi

highlight the historical developnmnt of pé¢

Only a year after his assignatNa®tni,c e nd els8 4

tabl eaux expos®s dans | es gatéepaesi edu Blac
d' 1 #al dedicated to the works of the 1 tal.
coll ection. This was the first catalogue t
rigorous and up to date history of art, in
exhithng the collection. The catal ogue was
sur name, and for each artist the works pr
2lln the past, the dire€baseo atheeerreLaosu vnroew andaasy sk nhoew n
toPa®sident directeur g®n®r al

22Vi 1l 1 ot , Flrh@ed @riicct i onar y hetft pAsr:t/ /Hirstthoipsitaonrsi ans. i nf o/
22Hopéuyi debooks, museum catalogues and the growth
Ger many a,ndciFtr-am&pe. 157

24F . VNbtote des tableaux expos®s dans | es gallerie

£col es, dPatias,j eCharles de Mourgues Fr Sees HRimp.ri meu
41.


https://arthistorians.info/villotf

make them easier to identify and find 1in

provided detailed biographical I nformati o
undertaken, the workshop and the master wi
thetiastic school to which he belonged. Ea
both iconographically and technically: t h
support and technique, but also the coll ec
t heoveemance. The richness of detail i n thi
rai sand® critical catal ogue, compil ed wit
documentary sources, guestioning attribut.
previous art | iterature through current r e
| n t h1eB%creind ur vy, there was another catal og
concern for art historical devel opment as

National Gallery of L®ndoompiketd!|llegtRahplf
Wornum in 1847. Wornum was a painter and
admi nistrative positions within the museu

Gall ery, and during his temaunde rle@ubhdeht

Gallery's exX®stWomquaematbellogwed that it wast
artists and to be able to place them in t
critical thinking and a®peWsomalut opihmnisod
knowl edge, artistic judgement would remai
consistent .

I n designing the new catal ogue, Wor num f
educational and informative catalogue that
he achieved the =exact correspondence bet"
cat al ogeuediasnpdl ayh of the paintings in the g
of the chnhdéwgue Bhe names of the Masters
2R, N. WdDrerscm,i ptive and historical catalogue of th

bi ographical notirees sefd blye CpaiEmséet ke, London, pr
See Fig. 42.

26Wor num, Ral,pRAihdi Ohetsomary of Art Historians:
<https://arthis®*orians.info/wornumr/

2Z'Hopeuyi debooks, museum catalogues and the growth
Ger many a,ndciFtr.ancp. 158.
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Gal Perarranged according to the number of
aTabul ar View of the Schools of Painting a:¢
Gal PPeryundamental and extremely valuabl e

wor ks of art

However, Charl e Hope, I n his essay, poi n

bet ween Vill ot catal ogue and Wornum's, W

S
S

whereas Wornum's catalogue was openly addi
e

noexperts in th field of art, Villot's c:
expert public, thus to cur a®or\si,| laott chriesattc
with the intention of producing a model (o
in their art historical research. Quoting

¢cVillot, it would appear, was the first cu

could assist the researches 28f those work

I n this sense, Villot was aware that his c
research, and he hoped that ot her art hi
subsequent editions, following hiseinstru
in the |light of modern research.

l ndeed, i n 1850, only a year after t he p
extensive cevadli cati Kwaptrakp pré s e dii d'"une ana
critique de | a notice des tableaux italier

d' observations et de documn&ntwr irtetleant i hy C
M¢ndHerwas aoGer mant deal er who, through h
and art hi storians of his ti me, earned a

scientific and tec?niThd feixpwerd isfe Ngn dlheer

2Wor nDemscriptive and historical catal ccgu8-,0fppt.hed j

10.
229|Vi

, -lpep.. 12

0Hopeéui debooks, museum catalogues and the growth
Ger many a,ndciFtr.ancpe. 158.

2l bi dem.

220. M¢ikEdlsali, d' une analyse critique de | a notice d
Louvre, accompagn® d'observations ,etPade sdocLunemtisi
Firmin Didot Frl &lersst iSteyetr,iFmgdi50d.3de
2BMendl er Di@tttinary afhgAtrgs (Hfi /sa rotrhiiasitsori ans. i nf o/ mu
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e cruci al at this point in the discours

cording to his dictates, examining eve.l
curacy of the dates, descriptions, pr o
ut i‘bnsAt the bEgsaiMindl ef Wrste an exten

®f*%icne which he exphashedi babk podekyi it

Ilting this work. The corrections he made
scriptions and-isn gancactourrdeasn coen wihteh wtolr &k sme
nnnoebad a twofold function. Firstly, to
rk, which M¢ndler openly questioned and
Il mary aim of <classifying and exhibiting
d msaeklcy, to follow the natur al course of
terature and information on the works o
ucational and wuseful exhibition and <cat

I mpor nanwuegancy of creating a narrative ol

Af ter Villot, Wor num and M¢ndl er the ne
historical, artistic and soci al context be
this organisational criterion spread more
museexhi bits, it formed the basis of t od
educational and informative value openly &
P4*Hopeéui debooks, museum catalogues and the growth
Ger many a,ndciFtr.d®9ep. 158

BMendl ePrrikREasc®i d' une analyse critique de |l a notice
du Loueréel3. pp. 1



CONCLUSI ON

The aim of this research study is to show,
sources in the fields of art history and n
painting on t-éeperatrtpuwbdl itdheoonoownr r ed, part

period beltaved Blenheri®&s.

The study of this phenomenon carried out b

Guidebooks, museum catalogues and the grov
Ger many a,ndanFd aenxceemi ned i n detail in this
l' ink between art and art | iterature and, e
in art and painting was strongly I|linked t
hi stknowheéedge.

Hope's research is admirable not only for
required documentary and | iterary sources,
of the very subject of the essay, whi ch
ademic sense of the term, but rather on
communicated to the public.

The three |l evels of artistic knowledge di ¢
are particularly illustrative %f the start
Before the emergence of mus eums, gal l eri e

knowl edge of art and painting was extremel

means of disseminating these notions. Kno:
ad being able to place them in the correc
t he-exprert public of the art world; as der

Vasarian sources which sometimes only ment
i namy further depth. This same study has s
in the field of art has al ways been | inke
information, and 'thmattleSetsprice s, |tyhe nbahrei d

and the scarcity of written knowledge did

BCcf€Chaptodr this di sk®rtation, pp. 17
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i nterest I n art, which is why the growth

process.

Thanks to the pivot al figure of Giorgio V

bi ography that was foll owed and developed
|l iterature began to develop, | eadatnigsdaso t h
and pamphlets on art in Italy, the first
provided informati on, al beit I'imited, on |
With the increase in the numberdemagdi deb:«
for this type of writing emerged for the f
interest always went hand in hand with the
I n t'Hceent7ury, interest in art and painting
spread throughout Europe, giving rise to t
outside Italy, i n France and Germany in p

t hante tfir st catal ogues of European art ga
collections of noble and royal families:

has been the subject of detailed isrtsudy i n
systemati sat-abbeotf patntcogsdi-nq tve nairets hi
with an overtly expositional intent, with

art to the public.

Then, it was Sshowed how the content, stru
ti me, both in terms of t he -dlhcki emces offod uw
productions bandgaadsoexampleé ati on ft o the

the public and of art historians themsel ve

Furthet mbose,woirth reflecting on the role
di ssemination of art hi steoxrpyertto ptuhbel ipcu b lgii

centrality of this particular aspect I n t
arrangdmerhte paintings was, and stil/l i s,
public in their wvisit to an art mus eum. (
written guide to art and an i nvhalsuahalle sou
chronol ogi cal and-anrd tdtciall |l -tdahlslpdyvasy etadad aoyw @ t

to grasp and understand paintings, artist e

yy
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subject of this dissertation proved to

to its intrinsic interdisciplinarity.
art and museol ogi cal field bayeobeen
|l ecting, the history of art I|iterature,
early historians, aspects of museol ogy
eums, the changing artistiaodtasté@s®usfn

er aspects of the artistic field.

is acknowledged that the research carr
austive, considering how many other f ac
complexity of the relationship betwee

ntl ess other interesting, stimulating,

tly, it is appropriate to dwell on the
rces that proved necessary to produce

tical reading of Renaissance marmduscript
ks of great artistic and historical val
ef ul and sufficiently comprehedeaeptihe wol

dies and future developments on the edtl
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LodonicoBauaro - LIBRO : Apnode Annod:|
o . . ' Xpo Mondo
nella Arifmetrica’che e labaco & anchora in Aftrologia per tutto elmondo per homo precia :
riffimo fu nominato: compole certe operein quelle facalta mirabile:i modo tale che cScets
ti inftrumenti da lui ordinati al prefente fiha piena noticia de turte le milure de licieli.
& Zoto Fioréntino nella pictura celeberrimo & fingulare:non folo in quefti tempi map mol.
ti anni inanzi:per laqual cofaeflendopertutto ¢l mondo famofo fu chiamato da Benedetto
inqueftaeta papacheandafle ad Vignone per dipingerli le hiltorie demartpri:& fu condudto
con grandiffimo pretio:doue infermandof poi che hebe principiato mori & laffo tal operato.

talmente imperfeca.
@ Papa,206.
Clemen Lemente fexto nato in Lione:gia monacho:el cui proprionome fu Pietrazeéndo Arci- 1343 | 6842
te papa, uelcouode R othanoin Franzia fu electo papa quefto anno dopo la morte de Benede.
100, ¢to.xi.& tenne el pontificato dexeanni, 6, mefi &.8.di.Coftui fu liberale homano clo

quente & dodto:nel primo anno del pontificatocreo.x.Cardinali:fra liquali fu uno monacho
del ordine gia fuo:& uno [uo nepote nato de la propriaforella:& riduxe lanno del lubileo ordi
- marodaBonifacio o&auo ogni céto annial numero decinquata anni:confiderando che

o neffuno uenerebbe a quel numero de cento anni:& quefto prefato numero de cinquantaan.
nieel proprio& uerolubileo fecondo che filegge nella facea {criptura, Dapoiuedédo tottala
Jtaliain arme & difcordiap 1a priuatiSe de lo Imperatore Lodouico facta da Glemente gdito

. &daBenededo.xi.confirmo gli Vicariidela chiefiain Milano come haueuaanchora factoel
fuo predeceflore Benededo:Luchino & loanne fuo fratello Arcivelchouo. Effendo uenuto
Lodouico prefato gia inanzia Trento perintrare in [taliathaueualaffatoanchora lui inmol
te citta delachiefia fuoi Vicarii che le teneffenain nome del imperio:come pienamente fu di

Figure 2:

Foresti, JaSappbembnt umpGsappl ement Vedecee CBHBRONi
p. Y25Bentionc¢coZoGibotFi orasatino e.

te:a quel medelimo Piero di medici, Traduxe anchora loperettedi Speufippo: Alcinoi : & de
. Pythagora.Anchora dieflo alcinoi platonico de 1a doétrina di Platone.Molte altre cofe an
radicano che li ha rraducto:lequale non mifonnote. - s
@ Gentile Bellino p natione Veneto pictore celeberrimo dequefti répirma na folamente el
circuito Venero maanchora tutra Jaltalia c§ el fuo inandito & admirabile modo de pingef
pareilluftrare & ornare:a cui ¢ coferita titagratia nel pingere che a Glunche deli antiqui &
eledipidori cofi greci cde latini {f€za injuria meritameéte pol effere coparado:leqie uirtu cex
ramére eflendo anchora puenute a leorechie de Mahumettoprincipe deli Turchi & defide
‘rido uederlo:humilméte fcripfe al Senato Veneto che indono p beneficio fingulare fuofid
affe midarlo a Coftitinopoli:tidé effendo arrivato accio potefle expimétare la fua peritia -
pigere fe medefimo dapoi molte & icredibile picture & altre cofe i inumecrabile :final
méteaccioche la iduftriafua fuffe mazorméce expimétata lo aftrinfe che fi reduceffe e mes
defimo in ppria forma:quido lo Impatore uidela imagine fimillimaa fi marauigliadofi de Innocé-
1a uirtu de tal h5 diffecoftui certameéte excellere rutti i pictori che mai furono:& pgftofu- "
bitaméte in fegnode beniuolétia & de fedejcSel fuo fignola colana & dchora alers ornamé © P:P'
tilo creo C5te palladino caualiere 2 @iranoro cdehomo neramére pla fua mirabile uirty P2 =334
de tal dignitadegno:& laudidofi poi effere ritornato nella patria fia 6 fingulari doni & pri
uilegii:doue poi dal Senato Veneto fi uolentieri receuuto & poi rimeflo 6 gride pretio a
pingere le hiftorie intermeffe nel palazzo de la fignoriade Venetia,  ( Pappa.224.
Sa Nnocétiodi tale nome pappa.$.fu p patria Genoueie:& hebe el patre chiamato Aaron
6683 l'4 4 I Cyboro da mediocre famiglia nato:8mahonorata:& avantife chiamaua loanne-Ba-
ptifta dopo Sixto Pontifice di preve Cardinale di fanéta Ciciliain quefto anno nel me.
fe de feptembre pappa creato:& tenne lo pStificaro anni fette & mefi.xi. Quefto caciofiaco.
fache itrali altri Cardialic! piu pouero & lo piwhumile & lopiu hiiano fulle tenuto plafua

L ]
Figure 3:
Foresti, JaSuppbembntumpGsesppl ement Vedecke CHRONiI p
32Ment i oGe notfi Igee .Bel I i no



MEMORIALE

DI

MOLTE STATUE E PITTURE

‘DELLA CITTA DI FIRENZE

FATTO

DA FRANCESCO ALBERTINI PRETE

A BACCIO DA MONTELUPO SCULTORE

X STAMPATO DA ANTONIO TUBINI NEL 1310

RIPUBBLICATO
PER RICORDO DELLE NOZZE

DEL CAV. PROF. LUIGI MUSSINI
CON LA SIGNORA LUISA PIAGGIO

NELL'APRILE DEL 1863

IN FIRENZE

€Ol TORCHI DI M. CELLINI E C.

ALEA GALILEIANA

sl

Figure 4:
Frontispiece oflbertini, FrancescoMiemoriale di Molte Statue et Picture sono nella Inclyta Cipta di

Florentia, republished in 1863 in Florence.



Figure 5:

Frontispiece ofOpbbeut umi deFManabstbdbbus Novae & \
republished Gerileny&8 ®.nn



Figure 6:

Front i Dwingce Anft obi Fegmeecd®l, Doni, partito in piyv

tratta della scoltvra et ,pictotnv rnao;l tdee ccoosleo raip,p adret egn

arti: si termina |l a nobilt”™ dellduna et dell " altra

alcune |l ettere che tratpamloi slleé d abyme@ali mal mait @lIr i &
1549

hp



NOMI DE GLI
 TORIETPITTORI D
PRESENTE LIBRO

- ¢ 1

e

FiguBes 7
Twpagieddomi sdeuftori et pitithomii ,deAlntpmDée & mima elsiclor, o
published by Gabriel Gi @lpe avtaddd sbBerrari, Veni



Figure 9:

Frontispiece of Belolna oNoWMilcihediamagelPiot,t ura (et del l
dottrina, di conseguirla, agevol meWidrei cee, plr%edss.o,



NOTIZIA
DD OPERE

DI DISEGNDO

NELLA PRIMA META' DEL SECOLO XVI.
ESISTENTI

In Papova CremoNA MiLano Pavia
BerGAMO CREMA E VENEZIA -

§CRITTA DA UN ANONIMO oo ilin.e
DI QUEL TEMPO

PUBBLICATA E ILLUSTRATA
DA D. IACOPO MORELLI

CUSTODE DELLA REGIA BIBLIOTECA
DI §, MARCO DI VENEZIA ,

BASSANO MDCCC.

e WY

CON REGIA PERMISSIONE,

Figure 10:

Frontispiece of Michiel, Mar cant dNmito z( ed idtbe¢p eared d
di segno (nella prima met”™ del secol o XVI. Esi sten
Crema e Venezia. Scritta da un Anonimo in, quel tem

Bassano del Grappa, Remondini editor, I

hy



DEPIV ECCEL
'LENTI ARCHITET-

TI, PITTORI, ET SCV L-\y¢
- TORI ITALIANI, DA CIMABVE |
INSINO A’ TEMPI NOSTRI: DESCRIT-
teinlingua Tofcana,diciorcio vASARL
Pittore Agetino. Convna fua vrile
& necelfaria introduzzione
‘aleartiloro.

ST SN
J mmw'; i}
=

Figure 11:
Fronti dhieede raft editiLenVbofeVadear pj Gieaccegil b enti o
architettori (da Cimabue insino a6 tempi nostri: d
Aretino, con una sua utile gegtFineerssariarientrionazE

afed



0 ¢ Jdl A.Mea{ f efimo Rm;/lc_,.
Er Jmﬂwb :
CON T RITRATTI LORO
Ettonl'ag iunta deﬂe Vitede'viui, & de'morti

'anno 1550. infinoal 1567.

rim eSecondaP1rtc. :

- ConleTanole mm[éan Yolume, DeL'e cofepin Notabili,
- D€ Ritratti, Delle Vite %I:.Amﬁcx, Et des
b': »-Mlﬂ@b:dmﬁm opereloro.

faq?\

CoN LlCINiA 2 kavxuoxo DI N. s.I’zo V. 3r
Dn.'nve'A DI tlov.lNJ/A W SIENA .,

Figure 12:
Frontispiece of the selceond teedidtei'onpioZ eWacsealrlientGi c

archi,t eRitroernz e, Giuntii Editor e, 1568.



MI‘CBEQE;QSMO

L gl L -

Ouero Trattato diuifo in due Libri.

Nel primo fpettante alla Theorica [i difcorre delle grandezge d'c[[a Pittura,
delle pavti principali y de’ weri primi » e pin degus Maefiri 5 e delle tré
maggtori Scuole de’ moderni, dandofi parimente a conofiere
- con autorewoli ragioni varie mancange de gli

Scrictort della Profeffione.

Nelfecondo, cheinordine al primo dimoftrala pratica ,s'additano
'opere diuerfe pili famofe , cd eccellenti, le quali hora
viuono alla vitade’ virtuofi,come ornamento
particolare dell’ Italia,

DI FRANCESCO SCANNELLI DA FORL!',

Art’Arrezza SErEx1ssIma Di

FRANCESCOIL. D'ESTE

DVCA DI MODANA.

In CESENA, PerilNeri. M DC LVII.

1 e

Conlicenza de’ Superiors,

Figure 13:

Frontispiece of the firlslt Midcirtoicoons noof dSeclalnan eRiltit,u rFar

diviso in due Libri. Nel primo spettante alla Theo

parti principali, ded veri primi, e pi¥ degni Ma e s

pai menti a conoscere con autorevoli ragioni varie

Secondo, che in ordine al primo dimostra |l a prat

ectehti, |l e quali hora vivono alla vista de' vir
Cesena, Ner i editore, 1657.



Figure 14:

First pagephbifcahei hdopogftaen pageslli nMit ot @ad 9 smd Eela
Pittu€Casena, Neril isdiithgr ¢ hel8%alian cities in



Figure 15:

Frontispiece of the fMirasgpgieodot ¢ @m0 oif n Bauwuir i si Gn @atcar
tutte |l e pitture famose ded pi % celebriVenitde,ri, c
Gi acomo Herz editore, Venice, 1671.
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Figluée
Frontispiece of the
Pittura, di Scultura, di Sacri
FIl orence, 1591.
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Figure
Frontispiece of the firdPel bdi Coer bDbOt &8bhnkbviche, sbén
due Veni ce, 1561.

M p



Figu8e
Frontispiece d6Boddlrei fdii
Le Minere della Pittur
di Marco Boschini .ubNbDQD
Venezia: ma del | 61\eonlie

Francesco Ni&agtod4 ini

Fi gior:.e
Frontispiece of the f

Le Ricche Miniere dt¢

(Compendiosa infor ma:
Non solo delle Pittu
del Il 61l sol e anpcYenicde .

Nicolini editor



DICHIARATIONE
DELLE AEDE S

ETT TV RB BARBERIN AE
A D

DELLA SALA

DE SIGNORI

QVIRINALEM

A" COMITE HIERONYMO TETIO PERVSINO
DESCRIPTAEA,

IN ROMA
Apprcﬂb Fabio de Falco MDLXX.

Con Licenza de Supriore

ROMAE, Excudebat Mafcardus, MDCXLII,
SVPERIORVM PERMISSV. «

Fi g20r:e Figure 21:
Frontispiece obDi Rbbsal Fronti sTeit é ¢ e Godrdoel sa nBoa
dell e pitture della ad Quirinalem (Ab8 C«

Rome, Fabio de Fal. descr Rpmae) 1647.



VILL A
BORGHESE

Fuori di Porta Pinciana.
DESCRITTA
B O o
IACOMO MANILLI
R O MANO

Guardarobba di detta Villa.

IN ROMA,
Pér Lodouico Grignani, M. DC. L,

Con Privilegio.

Figure 22:
Fronti svminedd iqg¥iQilaac oBroor,ghese fuori di Porta Pinci
Mani | I Romano, Guar cRomeh b & dd it edle tbtya L\Widlolva)c o Gr

My



Figure 23:

Frontispiece oPiles, Roger deAbregé de la vie des peintres. Avec des reflexsangeurs Ouvrages,
Et un Traité du Peintre parfait, de la connoissance des Desseins, & de I'utilité des Esteditpes
by Frangois Muguet, Paris, 1699.
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Figures24-25:
Tabl es deasnMNbhesp idtersespei ntrefRPfdenxt oo s uspaUBSI O
doavec TeuPs| ¥ishsrRogg®rdedel,a vie des peintres. Ave
Quvrages, Et un Trait® du Peintre parfait, de | a

Estampedi ted by Fran-o0ois Muguet, Pari s,



Figee
Frontispiece of Dezalolsieghrin edgb®A rdgee nlva Iviiee, dAenst op Inues |
(Partie 1, avec |leuvdosupe,rtirad tisndgiraatBisoresnn daill d er

guel ques r®flexions sur | eurs caract res, et | a me
Paris178245



FigTe
Frontispiece edellau sBoidsoludessSapni on des tableaux d

avec |l a vie des peintrdear’i sl alt7r2tre de | eur



CATALOGUE

RAITSONNE

DES

TABLEAUX DU ROY,

AVEGC
UN ABREGE DE LA VIE DES PEINTRES,
Fait par ordre de S4 MAJESTE.
TOME PREMIER,

Contenant I'E'cole Florentine, & I'E'cole Romaine.

Par M. LEPICIE, Secrétaire perpétuel & Hifloriographe de !'Académic
Royale de Peinture &r de Sculpture, Profeffeur des Eléves protégés par le Roy,
pour UHifloire, la Fable, &r la Géographie.

A Pe ARl =ST
DE L'IMPRIMERIE ROYALE

Digitized B 98, nal fro
THE GETTY RESEARCH INKNTUTE HE PEJTY RESEARCH INSTITUTE

CATALOGUE

RAISONNE

DES

TABLEAUX -DUSRO:

AVEC
UN ABREGE DE LA VIE DES PEINTRES,
Fait par ordre de S4 MATESTE.
TOME" SECOND,

Contenant I'E'cole Vénitienne & I'E'cole de Lombardie.

Par M. LEPICIE, Secrétaire perpétuel & Hifloriographe de I’ Académie
Royale de Peinture & de Sculpture, Prqfr]':w des Eleves pralt'gf': par le Roi,
pour "Hifloire, la Fable, & la Géographie.

A PARIS,
DE L'IMPRIMERIE ROYALE
M DCCLIYV.

Figur2e%s: 28
Frontispiece oHerLn@aitdail®,gufer am-isiomn® des tabl eaux

de |l a vie des peintres, fait par ordre de Sa Maj
Romaine/ |l 6£col e V®nitidmmpea,i merliéf Rolyea |l ke (Lrombadr dir
Paris178%452



Fi gB80e
Frontispiece of Cro-datRecRieerdr e, eMdd raimptetse ,( dP iagrnr e

tableaux et d'apr s |l es plus beaux dessins qui sol

Monseigneur | e duc d' Orl ®ans, & dans d'autres cabi

abr®d@ dee des peintres et une de®aripgti ¢ mphi sneoi
Royal el 742Z.29



Figate
Frontispieceend iKiamsescfhir eGelbDeai dndosephgegxacte des |

preci,egqués sont en grand nombre dans | a galerie de
Pal atine , Dysseldorff c. 1750.



Figur3®3s: 32
Cover ptahgee fainrdst prepPiagager yNacghwheoagdef®l ector al e

D¢sseldorf ou cataloguBasal sobh@d®8de ses ta



Figure 34:
Frontispiece of the firstAed®g® odhe off a Leihemidgerpeilrn

tabl eaux composent | a Gal er i et oElse clteosr allaeb | ceea ulxr edsed
Collection & des £clairciddsemers liesDaepeams us e
Libr-ampesmeurs de | a Cour, 1782.
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Figure 35

ArangemenfTabl eaux de La Grande Maaltlhadraise ORosyteelrireei’c
Printed @fhassbarciint BRaodseedray;mpned and produced for th
gal eri eMastprica®rOesterreich



Befdreibung

der Kdniglichen

Bildergalleric

Ded Sabincts

im Sang-Sonci,

: Potsdam, e
Gey Geviftian Sriedrich Bof, 1779

Fi gwre 3
Fronti Opisdeeg refi BeschMaei buag, der K°niglichen Bilde
i m SSaonugeot, sdam, 1770.



Figure 37:
Fronti sMeicehed , o fChvreirzteiiacrhni acCn ,der Ge m? | dBi Ilddkeer Kai ser
Gall eri €EnTg.aWisesnt of paintings in the Imperi al Ro
Wi en, 1783.
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Figure 38:

Fronti dminede dfuLgi RAmnt oableria di Firenze accre
comando IdiArSciAd Rca Gr aRdarcanldré8 2Toscana)



Figure 39:
Fronti Nwiteace dafes pr
recueillis dans |
commi ssaires du gou
| " exposition provis

Sal omug®unBari s,
Sci

|
ences7e7. Ar t

n

Figure 40:
Fronti Npitecee alfes pr
recueillis en 1tali

Gouvernement Paras- ali

Sciencegs7@7 Art






















































