
FOREWORD 

In his comparison of the arts of painting and sculpture, the 

sixteenth-century Italian artist Benvenuto Cellini clearly fa

vored the latter, stating: "But how much greater, eternal, and 

whole is sculpture/ In gold, silver, bronze and marble. / I t is 

worthy to take first dominion/ Over all the other arts." For 

Cellini, the conception of form integral to sculpture was the 

basis for design and, when color was added, gave birth to 

painting. Whether or not one agrees with his assessment, 

it is clear that sculpture speaks with its own voice, and no 

era in the history of art can be fully understood without 

reference to its sculptural production. For instance, one can 

hardly imagine a meaningful study of the Italian Baroque 

that ignores the brilliant innovations of Gianlorenzo 

Bernini, whose work is represented in the Getty's collection 

by his precocious marble Boy with a Dragon. And although 

Cellini's view of sculpture as the "mother" of painting may 

not be entirely accurate, the two arts are often so comple

mentary in aesthetic intention that they become nearly in

separable. The profound dialogue that can occur between 

the Museum's bronze bust by Antico and its Adoration of 

the Magi by Andrea Mantegna—works by the greatest 

sculptor and painter, respectively, of Renaissance Mantua— 

is just one example. 

These are some of the reasons why in 1984, under the 

directorship of John Walsh, the Museum embarked on the 

serious pursuit of European sculpture, hiring Peter Fusco 

to head the new department. A t that time, the few sculp

tures in our collection were primarily decorative works pur

chased to ornament the Museum's exceptional examples of 

French furniture. 

Now, less than two decades later, the Museum s collec

tion encompasses all the materials that Cellini praised for 

their permanence—and some he did not, such as wood, 

terra-cotta, and porcelain. As this volume demonstrates, the 

Getty's holdings, while not comprehensive, rival larger 

American collections in the quality and scope of certain 

areas of concentration, such as sixteenth- and seventeenth-

century bronzes. The predominance of larger-scale figural 

compositions, often associated wi th important court or 

ecclesiastical commissions, distinguishes this group of 

bronzes from many museum and private collections, which 

more typically consist of the small statuettes and functional 

objects abundantly produced in this period. Other areas of 

strength include Neoclassicism, here represented by its 

greatest practitioner and the most famous artist of his 

time, Antonio Canova, as well as terra-cotta sculpture from 

the eighteenth and nineteenth centuries. Many of these 

works, of British and French origin, wi l l be published in a 

future volume. 

The Museum owes Peter Fusco a great debt of gratitude. 

From 1984 until his retirement in 2000, he built and shaped 

the collection with his discerning eye and passionate 

connoisseurship. His achievement is apparent on every page 

of this publication. In all areas of his work—acquisition, 

interpretation, and scholarly research—he collaborated 

closely wi th his staff, whose own tastes and knowledge 

proved highly influential. Therefore, I am equally grateful to 

the coauthors of this catalogue. Marietta Cambareri is re

sponsible for many of the entries and contributed extensive 

research to many others. Peggy Fogelman wrote the major

ity of entries; to her I extend particular thanks and admira

tion not only for her keen scholarship but also for the 

graceful persistence she exercised in shepherding this publi

cation to completion. I also want to acknowledge Scott 

Schaefer, who, as acting curator of sculpture after Peter's re

tirement, oversaw this project. 

This catalogue benefited enormously from the contri

butions of other staff members, graduate interns, and 

research assistants, some of whom appear as coauthors 

of several of the entries: Denise Allen, Victoria Avery, 

Catherine Hess, Kathrin Holderegger, Anne Iverson, Anna 

Jolly, James Peck, and Simon Stock. I would also like to 

thank the three scholars who reviewed the text and provided 

invaluable advice, expertise, and insight wi th such generos

ity and collegiality: Giancarlo Gentilini, Bertrand Jestaz, 

and Nicholas Penny. 

The reader wi l l undoubtedly notice the unusual thor

oughness with which the manufacture, materials, and con

dition of the sculptures in this volume are described, as well 

as the appendixes containing X-ray and alloy analyses. Brian 

Considine and his staff in the Department of Decorative 

Arts and Sculpture Conservation—particularly Jane Bassett, 

Abigail Hykin , and Julie Wolfe—deserve recognition for 

their dedication to the technical examination and inter

pretation of the Getty's sculptures and their leadership in 

the field of bronze analysis. Sculpture, by its very nature, 
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demands the sort of viewer interaction that is difficult to 

replicate in two-dimensional illustrations. Nevertheless, Jack 

Ross has done a magnificent job in photographing the M u 

seums collection of sculpture from every angle and in great 

detail, and I am very grateful for his efforts. We are all grate

ful to Karen Jacobson, who meticulously edited the manu

script, wi th the assistance of Alison Pearlman. Finally, I 

would like to thank the design and production staff of Getty 

Publications for their excellent work on this catalogue: Jim 

Drobka and Hillary Sunenshine provided the handsome de

sign and layout, while Amita Molloy oversaw the production. 

I look forward to the publication of future volumes 

as the Museum s collection of European sculpture continues 

to grow and enrich our understanding of the history of 

Western art. 

D E B O R A H G R I B B O N 

Director, J. Paul Getty Museum 

Vice President, J. Paul Getty Trust 
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NOTE TO THE READER 

The text of each catalogue entry is preceded by an introduc

tory section providing basic information such as artist, title, 

and date, as well as a technical description. The latter section 

offers an assessment of the objects present condition and 

discusses aspects of its manufacture that can be deduced 

from technical analyses. Tests performed on Getty objects 

include x-radiography, metal alloy analysis, thermolumines-

cence dating, pigment and binding-media analysis, petro-

graphic (thin-section) analysis of core material, and isotopic 

analysis of marble. Each technique is referred to in the en

tries by its standard acronym. 

X-radiographs (X rays) of Getty sculptures were taken 

by Jane Bassett, Abigail Hykin , Linda Strauss, or Arie 

Wallert. 1 Francesca Bewer (research fellow in the Museum 

Research Laboratory of the Getty Conservation Institute 

from November 1991 to June 1996), who provided enormous 

insight in interpreting all technical data, also reviewed the 

majority of the X rays in order to draw conclusions concern

ing casting methods. A selection of annotated X rays can be 

found in appendix A. 

Three different techniques for elemental analysis were 

used in the examination of Getty bronzes: atomic absorption 

spectrometry (AAS), X-ray fluorescence (XRF), and induc

tively coupled plasma mass spectrometry (ICP-MS). 2 The 

term bronze, as it appears in the descriptive information at 

the beginning of each entry and in captions, generally de

notes a copper alloy used for fine art sculpture. A qualitative 

summary of alloy composition is, however, provided in the 

technical descriptions. Some of the alloys identified as 

bronze may technically qualify as brass due to the greater 

percentage of zinc versus t in. A table listing the ICP-MS re

sults appears in appendix B. 

Thermoluminescence (TL) laboratories used for dating 

core material and terra-cottas are: Rathgen-Forschungslabor, 

Staatliche Museen, Berlin (Dr. Christian Goedicke); Oxford 

Research Laboratory for Art and Archaeology, Oxford Uni 

versity (Dr. Doreen Stoneham); Daybreak Nuclear and Med

ical Systems, Guilford, Connecticut (Dr. Victor J. Bortolot); 

and the Conservation Center of the Los Angeles County M u 

seum of Art (Dr. Pieter Meyers). Each laboratory is hereafter 

referred to by city, and the year of analysis is noted. 

Petrographic thin-section analysis of core material was 

performed by Ron Schmidtling at the Museum Research 

Laboratory of the Getty Conservation Institute. The thin 

sections of core material were prepared by the Department 

of Geology at the University of California, Los Angeles. 

Isotopic analysis of marble samples was performed by 

Dr. Norman Herz of the Department of Geology, Univer

sity of Georgia. Wood identification was carried out by 

Dr. Bruce Hoadley, University of Massachusetts at Amherst. 

Pigments were identified at the Getty Conservation Institute 

using polarized light microscopy (PLM) and scanning 

electron microscopy wi th energy-dispersive spectrometry 

(SEM-EDS). Binding media were identified at the Getty Con

servation Institute using gas chromatography-mass spec

trometry (GC-MS). 

Explanations of the techniques used to produce 

the sculptures included in this catalogue can be found in 

J. Bassett and P. Fogelman, Looking at European Sculpture: A 

Guide to Technical Terms (Los Angeles and London, 1997). 

For their extensive work on the technical descriptions, 

the authors would like to thank Jane Bassett, associate con

servator, and Abigail Hykin , formerly assistant conservator, 

at the J. Paul Getty Museum. The authors would also like to 

acknowledge, in particular, Brian Considine, head of the 

J. Paul Getty Museum Department of Decorative Arts and 

Sculpture Conservation, and David Scott, head of the M u 

seum Conservation Laboratory of the Getty Conservation 

Institute, along with the staffs of these two departments, for 

their continuing analysis of the Museum s collection of Eu

ropean sculpture, their keen observations, and their invalu

able assistance in helping us understand how the objects 

were made. 

Notes 

1. Before August 1998 X rays were taken using an IRT/Nico le t 320/3200 

unit wi th a maximum k V of 320. After that date a Phillips 45okV 

unit wi th a maximum k V of 450 was used. 

2. AAS and X R F were performed at the Museum Research Laboratory o f 

the Getty Conservation Institute under the direction o f Dr. David 

Scott, AAS was done using a Variant 4000 series atomic absorption in 

strument wi th graphite furnace for low levels o f elemental concentra

tions. A Kevex 0750A spectrometer in secondary target mode was 

used for X R F . A l l X R F acquisitions were carried out at 5 0 - 5 5 ^ 

3.28-3.3 mA, for two hundred seconds. A l l bronzes were analyzed 

wi th a mixed barium/strontium target. See appendix B for I C P - M S 

testing procedures. 
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FRANCESCO LAURANA 

Vrana, Dalmatia, c. 1420-Avignon 1502; active in Naples, Sicily, and southern France 

Saint Cyricus 

c. 1470-80 

Marble 

H : 48.2 cm (19 in.) 

w: 39 cm (15 VA in.) 

D : 21 cm (8 VA in.) at the base 

96.SA.6 

M A R K S A N D I N S C R I P T I O N S 

None. 

T E C H N I C A L D E S C R I P T I O N 

The head was broken off relatively cleanly at the 

neck. X rays reveal that i t is attached to the body 

wi th an iron rod and fill material, which is sand

wiched between the two pieces. There are nu

merous minor chips and losses, especially to the 

base. The end o f the nose was broken off and 

repaired and may have been carved from a new 

piece of stone. There are abraded indentations 

on the proper left temple and cheek. A l l o f this 

damage may have been the result of a fall or se

vere blow to the sculpture. The proper left eye 

may have been recarved. 

The surface o f the stone—a fine-grained, 

yellowish marble—is worn and pitted, but 

various tool marks are still visible, including 

evidence o f drills, chisels, and rasps. The area 

around the side of the base is strongly scored 

and roughened, probably to facilitate the adher

ence o f stucco or wax wi th pigmented decora

tion, which is now lost. The top o f the base, 

between the outer edge o f the base and the body 

of the child, is less rough but is also unpolished, 

which may indicate that this area was originally 

pigmented. Similarly, there is a lightly scored 

circular area on the left side of the crown of the 

head, which may have been pigmented. There 

are minute traces o f yellow, orange, and red pig

ment on the base, o f uncertain date. 

P R O V E N A N C E 

Georges Saalman (d. 1995), Paris, since the 

1950s, by inheritance to his widow, Mrs. Georges 

Saalman, 1995; Mrs. Georges Saalman, Paris, 

placed on consignment at Sotheby's, London, 

1995; Sotheby's, London, sold to the J. Paul 

Getty Museum through private treaty, 1996. 

E X H I B I T I O N S 

None. 

B I B L I O G R A P H Y 

P. Fusco, "An Image o f Saint Cyricus by 

Francesco Laurana," in La scultura 11: Studi in 

onore di Andrew S. Ciechanowiecki, issue of 

Antologia di belle arti, n.s., nos. 52-55 (1996): 

cover, 8-16; J. Bassett and P. Fogelman, Looking 

at European Sculpture: A Guide to Technical 

Terms (Los Angeles, 1997), 98; P. Fusco, Sum

mary Catalogue of European Sculpture in the 

J . Paul Getty Museum (Los Angeles, 1997), 31; 

P. Fusco, in Masterpieces of the J . Paul Getty Mu

seum: European Sculpture (Los Angeles, 1998), 

14-17; P. Malgouyres and P. Senechal, Peintures 

et sculptures d'Ltalie: Collections du xve au xixe 

siecle du Musee Calvet, Avignon, exh. cat. 

(Avignon: Musee Calvet, 1998), 100; "Museum 

Acquisitions," Report of the J . Paul Getty 

Trust, 1997-1998 (Los Angeles, 1998), 78; 

C. Damianaki, The Female Portrait Busts of 

Francesco Laurana (Manziana [Rome], 2000), 5. 

N E I T H E R A BUST N O R A F U L L F I G U R E , the Getty marble 

depicts the half-length image of an infant on a high oval base 

or plinth, which is carved from the same block of marble as 

the figure. He holds a palm and a laurel branch, which are 

symbolic, respectively, of martyrdom and victory over death. 

He wears a waisted dress tied with a bow on each shoulder 

and one at the back, with the sleeves dagged at the elbows. On 

the crown of his skull is a lightly scored, circular area, which 

may have originally been pigmented to represent a bonnet 

(see F I G . I B ) . 1 The strongly scored or roughened areas around 

the base almost certainly were intended to facilitate the ad

herence of a ground, which would have been painted to dis

play decorative motifs, figural scenes, or an inscription. 

This work was first published only recently, by the 

present author, who attributed it to Laurana, identified the 

subject as Saint Cyricus, and dated it c. 1470-80. 2 The at

tribution of the Getty work to Laurana seems fairly straight

forward, most obviously because of the shape of its base and 

the scored, roughened areas on the marble. These unusual 

elements are found in combination only in works that, al

though undocumented, have generally been accepted as by 

Laurana. The high oval base, carved from the same block of 

marble as the figure, appears in the four female portraits that 

have received the most universal acceptance as autograph 

busts by Laurana, three portraying a sitter of disputed iden

tity (most frequently called portraits of a princess of the 

house of Aragon), in the Frick Collection, New York; in the 

National Gallery of Art , Washington, D.C.; and formerly 

in the Bode Museum, Berlin. The fourth, Bust of Battista 

Sforza, is in the Museo Nazionale del Bargello, Florence 

( F I G . I A ) . 3 The bases of the Getty marble and.these four fe

male busts share not just a general similarity in shape but 

two other idiosyncrasies as well: ( 1 ) they are all slightly 

higher in front than in back, suggesting that the artist in 

tended the heads to be seen tilted slightly backward, thus 

increasing the "distanced," cool, otherworldly nature of 

the images, and ( 2 ) they all slope inward, from bottom to 

top, away from the viewer and toward the sitter, further 
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I A Francesco Laurana. Bust of Battista Sforza, 1474-75. Marble. 

H : 50.8 cm (20 in.) . Florence, Museo Nazionale del Bargello. 

reinforcing the sense of distance from the viewer and pro

viding a unique sense of stability, which adds to their mo

tionless, timeless quality. Moreover, the cartouche in the 

form of a tabula ansata (a tablet or inscription plate wi th t r i 

angular handles) in the center of the base of the Getty mar

ble, wi th its triple-banded frame flanked by angled wings, is 

identical to the same element in the bust formerly in Berlin 

and very similar to the central framed elements on the bases 

of the Frick and Washington busts. The rough and scored ar

eas found on the base of the Getty marble also appear on the 

bases of the Frick and Washington busts, and comparable 

scored areas are found on the accepted Laurana female busts 

without bases, such as those in Palermo, Paris, and Vienna. 4 

Further supporting the attribution of the Getty marble 

to Laurana is the design and treatment of the bows on the 

boys dress. They are rendered as shallow, gently looping 

decorative accents very similar in conception to the single, 

curling locks of hair that meander down each side of the 

head in Bust of Battista Sforza. Finally, the fascination wi th 

physiognomy and proportional relationships that seems 

evident in both the Getty marble and Lauranas female 

busts is a topic that would benefit from detailed and system

atic exploration.5 

Laurana s style is eclectic, varying, depending upon the 

type of work, in its mix of late Gothic expressiveness, natu

ralism, and abstraction.6 This must be due in part to the 

fact that he was such an itinerant artist, repeatedly adapt

ing to local conventions and the desires of different patrons. 

For example, his penultimate documented work, Calvary, a 

relief of 1478-81 (Church of Saint Didier, Avignon), ex

hibits elements of a local late Gothic style.7 The awkwardly 

composed scene includes a number of grimacing figures, 

wi th several faces bordering on caricature. In comparison to 

Lauranas female busts, i t looks undisciplined and pro

vincial. The female busts are characterized by a subtle 

distillation of observations from nature into a series of quasi-

abstract forms composed in a balanced harmony and im

bued wi th a sense of serenity and timeless perfection perhaps 

found elsewhere only in Cycladic idols and the work of 

Constantin Brancusi (1876-1957). 

The Getty marble displays an expressive quality similar 

to that of the late Calvary relief, combined wi th naturalistic 

observations and the appearance, found in Lauranas female 

busts, that realistic details have been condensed into abstract 

forms. For example, its extraordinary rendering of an in

fant's cranium, surely based on careful studies from life, re

sults in a skull-like quality, evoking one of the tortures 

suffered by this child. A t the same time, it has been exploited 

to create a beautiful, abstract shape, which gives the head a 

strange, slightly spooky, otherworldly presence. 

To identify the subject of the Getty marble, initially an 

attempt was made to see i f any of Lauranas major patrons, 

the Aragon family and Rene d'Anjou, had sons who died 

young during the period when Laurana was working for 

them. No obvious candidate was found, and it seemed sen

sible, because of the martyr s palm held by the boy, to explore 

the possibility that he represented an infant martyr saint, 

most likely Saint Cyricus. 
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I B Detail, head, profile from proper left 



i c Side view from proper right I D Back view 

Saint Cyricus (the name is spelled in a variety of ways, 

including Ciricus, Cirycus, and Ciriacus; in the Roman 

martyrology it is now given as Quiricus; in French it is Cyr 

or Cirgues, and in Italian, Quirico) was, according to leg

end, martyred around A . D . 304, along wi th his mother, 

Saint Julitta, for professing to be a Christian and refusing 

to pray to false idols.8 Saint Cyricus was revered in Spain, 

Italy, and particularly Provence, in southern France; his re

puted relics are said to have been brought from Antioch to 

Auxerre in the fourth century by Saint Amator, bishop of 

Auxerre, and then transferred to several other locations in 

southern France. 

Various accounts detail a panoply of tortures to which 

the child was subjected: he was lifted by one leg and thrown 
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I E Side view from proper left 

down on his head, cracking open his skull; his body was torn 

by iron claws, and boiling pitch was poured into his wounds; 

he was flagellated with lead-tipped whips; three iron nails 

were placed, according to different accounts, in each shoul

der and in the neck, in each shoulder and the skull, or in 

each eye and the mouth; his body was flayed; he was decap

itated; the skin was peeled back from his head, on which 

were then placed burning coals; he was put in a boiling 

cauldron; and he was sawn in half. He is said, in one ac

count, to have cried abundantly. Some of these events ap

pear to be reflected in Laurana's image. Although he looks 

up to heaven for salvation, the infant appears sad-eyed, wi th 

deep bags beneath his eyes.9 The fact that he is shown half-

length probably alludes to his having been sawn in half (he 

became the patron saint of sawyers as well as of children). 

His torso is set inside, rather than on top of, the oval base, 

suggesting his immersion in a boiling cauldron. He places 

his left hand on top of the front edge of the plinth, thereby 

acknowledging it as an object, as i f to keep himself from 

sinking; this apparently unprecedented detail introduces a 

narrative quality to the work. A fine line running over the 

top of the head from ear to ear, perhaps indicating where 

the skin was peeled back, emphasizes the skull-like quality 

of the head. Also, one must entertain the possibility that the 

head was in fact carved separately (even though broken off 

later), wi th a thin cut below one of the rolls of baby fat at 

the neck, in order to suggest that the boy had been be

headed. Finally, one can only conjecture that polychrome 

indications of his other tortures may also have originally 

been part of the work. 

Typologically Laurana's image is unusual and inventive. 

I t is the only known marble half-length figure in the round 

wi th its own base carved from the same block. In it the 

sculptor ingeniously combined several elements from other 

types of religious sculpture, which, for the Renaissance 

viewer, must have contributed to the figure's air of sanctity. 

The startling eyes raised to heaven (in stark contrast to the 

lowered eyes of the female busts) are found in earlier images 

of saints and in busts of the suffering Christ. 1 0 The com

bination of a base wi th a horizontally truncated figure re

calls earlier reliquary busts in metal, polychrome wood, and 

terra-cotta, wi th short bases or simple bands for inscrip

tions. 1 1 Also, the half-length truncation of the human figure 

without a base is found almost exclusively in the depiction 

of saints, the Virgin, and the Annunciate Angel. 1 2 Finally, i t 

was Laurana's and other Sicilian sculptors' custom to pro

vide statues of the Virgin and Child wi th a plinth, or base, 

made specifically for them. 1 3 

As far as the dating of Saint Cyricus is concerned, the 

only relatively secure point of reference is provided by Bust 

ofBattista Sforza. O f Laurana's female busts this is the one 

that can be dated with the most certainty to a fairly precise 

moment in the artists career. Battista Sforza died in 1472, 

and in 1474 her widowed husband, Federigo da Montefeltro, 

visited the Aragonese court in Naples. Scholars have reason

ably assumed either that Federigo commissioned the bust in 

Naples or that Laurana made an undocumented trip to 
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Urbino before his return to France in 1475. Based on this 

circumstantial evidence, Bust ofBattista Sforza is presumed 

to be based on a death mask and to have been executed in 

1474-75. 1 4 Given the current state of knowledge, i t seems 

sensible to proceed wi th caution and to suggest for Saint 

Cyricus only a fairly broad time frame, c. 1470-80, the de

cade when Bust ofBattista Sforza was probably executed. O n 

the one hand, it can be conjectured that Laurana may have 

first used a high oval base when he made Saint Cyricus be

cause such a base conveyed the idea of a cauldron and that 

he later adapted i t for four of his female portraits; i t can also 

be argued that Saint Cyricus was more likely to have been 

made prior to 1475 (when Laurana returned to France) since 

it provides a precedent—a half-length figure placed upon a 

high base—which seems later to have been copied most fre

quently in Neapolitan reliquary busts.15 O n the other hand, 

the highly expressive (originally potentially gruesome) natu

ralism of Saint Cyricus is more in tune wi th the style of the 

late Calvary relief than wi th the earlier documented statues 

of the Virgin and Child, and i t appears that Saint Cyricus 

was more widely venerated in Provence. A n initial review of 

the literature on the most obvious sites in Provence dedi

cated to Saint Cyricus has not revealed the location for 

which the Getty marble was made.1 6 The next logical step, 

which might help pinpoint the date of Saint Cyricus, would 

seem to be an exhaustive exploration of the literature on all 

the religious institutions in Provence, Sicily, and Naples that 

were devoted to the cult of this fabulous figure.17 

PETER FUSCO 

Notes 

1. The only other freestanding late fifteenth-century Saint Cyricus o f 

which I am aware shows the child full-length, wearing a dress and 

bonnet; this stone figure is attributed to Louis Mourier in P. Vitry, 

Michel Colombe et la sculpture frangaise de son temps (Paris, 1901), 

298 -300 , illus. following 298. 

2. This entry is a slightly altered and abbreviated version of Fusco, "An 

Image o f Saint Cyricus." This article appeared too late for considera

tion in Damianaki, Female Portrait Busts, though the author rejects 

the attribution in her preface (p. 5). Malgouyres and Senechal {Pein-

tures et sculptures dltalie, 100) accept the attribution and compare i t 

w i th Bust of a Boy in the Musee Calvet, Avignon (inv. N H O B ) , attrib

uted to Laurana but rejected by H.-W. Kruft, Francesco Laurana, ein 

Bildhauer der Friihrenaissance (Munich, 1995), 175. For the literature 

on Laurana, see Kruft, Francesco Laurana, wi th earlier bibliography; 

see also B. von Gotz-Mohr, "Laura Laurana, Francesco Lauranas 

Wiener Portratbuste und die Frage des wahren Existenz von 

Petrarcas Laura in Quattrocento," StddelJahrbuch, n.s., 14 (1992): 

147-72, which must have appeared after Kruft's book had 

gone to press. 

3. For these four busts, see Kruft, Francesco Laurana, nos. 16, 33, 2, 6. 

Some of the female busts by Laurana were first proposed as being by 

the same unidentified hand in L . Courajod, "Observations sur deux 

bustes du Musee de sculpture de la Renaissance du Louvre," Gazette 

des beaux-arts 28, no. 2 (1883): 24-42 . O n the basis o f stylistic simi

larities w i th the faces o f Laurana s documented statues o f the Virg in , 

several of the busts were first attributed to Laurana by W. von Bode, 

"Desiderio da Settignano und Francesco Laurana: Zwei italienische 

Frauenbiisten des Quattrocento in Berliner Museen,' :'Jahrbuch 

der koniglichpreussischen Kunstsammlungen 9 (1888): 2 0 9 - 2 7 . 

W. R. Valentiner ("Lauranas Portrait Busts o f Women," Art Quar

terly 5 [1942]: 273-99) presented the first comprehensive treatment 

of the female busts. Subsequently there has been considerable debate 

over their dating and the identification of the sitters. Kruft {Francesco 

Laurana, 132-59) provides the most recent overview but adds little 

that is new and resolves no disputed issues. For a good overview, see 

also E. Mognet t i , "Francesco Laurana, sculpteur du Roi Rene en 

Provence," in Le Roi Rene en son temps, 1382 -1481, exh. cat. 

(Aix-en-Provence: Musee Granet, 1981), 151-57, and the sensible, 

disinterested discussion in J. Pope-Hennessy, assisted by A. F. 

Radcliffe, The Frick Collection: An Lllustrated Catalogue (New York, 

1970), vol. 3, 9 - 2 1 . See also Gotz-Mohr, "Laura Laurana," and 

Fusco, "An Image of Saint Cyricus," 12, n. 10. 

4. For illustrations of the busts in the Galleria Regionale della Sicilia, 

Palermo; in the Louvre and the Musee Jacquemart Andre, Paris; and 

in the Kunsthistorisches Museum, Vienna, see, respectively, Kruft, 

Francesco Laurana, no. 24, pis. 2 6 - 2 9 , n o - pis. 8 7 - 9 0 , no. 27, 

pis. 9i~93> % • 124. no. 34, pis. 73~75-

5. Articles that tackle the difficult subjects o f physiognomy and 

proportion, important issues for many artists o f the period, include 

P. Meller, "Physiognomical Theory in Renaissance Heroic Portraits," 

in The Renaissance and Mannerism: Acts of the Twentieth Congress of 

the History of Art, ed. M . Meiss et al. (Princeton, 1963), vol. 2, 53 -

69; P. Meller, "Quello che Leonardo non ha scritto sulla figura hu-

mana dall'uomo di Vitruvio alia Leda," in Arte lombarda, n.s., 

no. 77 (1983-84): 117-33; L . Freedman, "Donatellos Bust o f a 

Youth and the Ficino Canon of Proportions," in / / ritratto e la memo-

ria: Materiali, vol. 1, ed. A. Gentili, Biblioteca del cinquecento, 

no. 48 (Rome, 1989), 113-32. Lauranas fascination wi th physiog

nomy is attested to by the marble relief and medallic portraits o f 

Rene d'Anjou s deformed court jester, Triboulet (Kruft, Francesco 

Laurana, nos. 20, M 2 ) . 

6. The eclectic nature of Lauranas style was stressed in C. Seymour Jr., 

Sculpture in Ltaly, 1400 to i$oo (Baltimore and Middlesex, 1966), 
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which deals wi th Laurana in chap. 7, "Regionalism and Eclecticism, 

1465-1500." 

7. See Kruft, Francesco Laurana, 175-86, no. 1, 3 6 9 - 7 0 , pis. 108 -17 , 

figs. 138-40 . 

8. For Saint Cyricus in general, see Butlers Lives of the Saints, ed. 

H . J. Thurston and D . Attwater (Westminster, M d . , 1956; reprinted 

1981), vol. 2, 552-54, w i th further bibliography; D . H . Farmer, The 

Oxford Dictionary of Saints (Oxford and New York, 1982), 99. For 

depictions of Saint Cyricus in art, see L . Reau, Lconographie de Part 

chretien (Paris, 1955-59), vol. 1, 3 6 0 - 6 3 ; G. Kaftal, Iconography 

of the Saints in Tuscan Painting (Paris, 1952), vol. 1, 8 6 6 - 7 0 ; idem, 

Lconography of the Saints in Central and South Ltalian Painting 

(Florence, 1965), vol. 2, 952-58; idem, Lconography of the Saints in 

the Painting of North West Ltaly (Florence, 1985), vol. 4, 5 6 2 - 64. 

The most extensive reviews of the various accounts o f Saint Cyricus, 

the tortures he suffered, and the places where he was worshiped in 

France are to be found in M . A. Crosnier, Monographic de la Cathe-

drale de Nevers (Nevers, 1854) and, especially, idem, Notice historique 

sur Saint Cyricus et Sainte Juliette, martyrs, patrons de Pinsigne et royale 

eglise de Nevers (Nevers, 1868). For the miracles attributed to Saint 

Cyricus (but little of interest in regard to his iconography), see Sainte 

Thecle, Saints Come et Damien, Saints Cyr et Jean (extraits), Saint 

Georges, trans. A . J. Festugiere (Paris, 1971), 217-76. J. Corblet 

(Hagiographie du Diocese dAmiens [Amiens, 1874], vol. 4, 225) 

mentions a "statue de S. Cyr au Pont-de-Metz," which can no 

longer be traced. 

9. The only sculpted Renaissance head wi th nearly comparable droop

ing flesh under the eyes is the so-called Vecchio Barbuto, attributed to 

Donatello or his followers, c. 1460 (Florence, Bargello), illustrated 

in Jane Schuyler, Florentine Busts: Sculpted Portraiture in the Fifteenth 

Century (New York, 1976), fig. 59; a beautiful variant cast o f this 

head is in the collection of Michael Hall , New York. 

10. See, for example, the terra-cotta Ecce Homo busts illustrated in 

M . Harms, Matteo Civitali, Bildhauer der Friihrenaissance in Lucca 

(Minister, 1995), figs. 61, 62, and the Bust of ̂ Saint Leonard, attrib

uted to Donatello, illustrated in J. Poeschke, Donatello and His World 

(New York, 1993), pi . 87. To my knowledge the only earlier non-

religious bust wi th eyes raised is Niccolo da Uzzano, attributed to 

Donatello, illustrated ibid., p i . 73. Later busts wi th their eyes raised 

include the four terra-cottas given to Rustici and his school in 

J. Pope-Hennessy, Catalogue of Ltalian Sculpture in the Victoria and 

Albert Museum (London, 1964), vol. 3, pis. 254-55. Schuyler 

[Florentine Busts, 68) notes that reliquary busts "are usually shown 

facing forward, w i th . . . the eyebrows level and the eyes out o f fo

cus," and "through constant repetition o f the images, rigid immobil

i ty and lack o f expression became visually associated wi th sanctity." 

This is generally true for third-rate repetitive devotional images but 

does not apply to exceptional, innovative works. 

11. See H . Keller, "Zur Entstehung der Reliquienbuste aus Holz," in 

Kunstgeschichtliche Studien fur Hans Hoffmann (Berlin, 1956), 

71 -80 , and F. Souchal, "Les bustes reliquaires et la sculpture," 

Gazette des beaux-arts 67 (April 1966)-.205-16. For two Dalmatian 

reliquary busts of the late fourteenth or early fifteenth century, see 

I . Lentic, Zlatno doba Dubrovnik XV stoljece, exh. cat. (Dubrovnik: 

Dubrovak Muzej, Knezeve dvor, 1987), nos. z/2, z/3. 

12. See, for example, the horizontally truncated half-length figures i n 

the round of Saints Francis and Clare, the Virgin Annunciate, and 

the Annunciate Angel by the Lombardi in Santa Maria dei Miracoli , 

Venice, illustrated in L. Venturi, Storia dell'arte italiana: La scultura 

delcinquecento (Milan, 1935), vol. 10, 1, 358 -60 ; I thank Peter 

Meller for bringing these works to my attention. Schuyler {Florentine 

Busts, 68) notes that the half-length figure appeared during the 

Middle Ages for representations o f the Madonna and Chi ld but did 

not return to vogue in portraiture unti l the last quarter o f the 

quattrocento in Florence. A major exception is Buggiano s half-figure 

of Brunelleschi, 1447 (Florence, Duomo), illustrated in Schuyler, 

Florentine Busts, fig. 7. See also A. Lugli, Guido Mazzoni e la rinascita 

della terra-cotta nelquattrocento (Turin, 1990), 82 -83 , fig. 109, for 

a half-length San Domenico by Niccolo dell'Arca. For two early 

sixteenth-century half-length figures, San Pellegrino and San Romano, 

attributed to Baccio da Montelupo, see G. Gentilini, I della Robbia: 

La scultura invetriata nel rinascimento (Florence, 1994), vol. 2, 

472-73. The half-length San Francesco attributed to Nanni di Bartolo 

(detto i l Rosso) and dated 1419-23 i n La bottega di Giuliano e 

Benedetto da Maiano nel rinascimento fiorentino, exh. cat., ed. 

M . G. Ciardi Dupre dal Poggetto (Fiesole: San Alessandro, 1994), 

no. 1, 4 7 - 4 8 , 59, fig. 1, seems to me to be a later, retardataire work. 

13. See, for example, H . - W Kruft, "Die Madonna von Trapani und 

ihre Kopien," Mitteilungen des Kunsthistorischen Institutes in Florenz 

14 (June 1970): 297—322; idem, Domenico Gagini undsein Werkstatt 

(Munich, 1992); and idem, Francesco Laurana. 

14. Kruft, Francesco Laurana, 371, no. 6, wi th further literature, and 

Pope-Hennessy and Radcliffe, Frick Collection, 9 - 2 1 . 

15. See, for example, The Treasure of San Gennaro: Baroque Silver from 

Naples, exh. cat. (Brooklyn: Brooklyn Museum, 1987). Also, half-

length sculpted tomb portraits, wi th an unmitigated horizontal trun

cation, appear to be particular to Naples in the seventeenth century; 

see G. G. Borrelli, "Note per uno studio sulla tipologia della scultura 

funeraria a Napoli nel seicento," Storia dell'arte, no. 54 (1985): figs. 8, 

10, 14, 16, 17. 

16. A n extensive restoration o f the Collegiale Saint-Cyr at Issoudun was 

completed about 1470 (R. Planchenault, in Bulletin de la Societe na

tional des antiquaires de France, 1939-1940 [Paris, 1941], 173-89); 

i t is tempting to suppose that Saint Cyricus was commissioned in 

conjunction wi th this, since the date of the restoration and the prob

able date o f the bust seem to coincide. 

17. Saint Cyricus was also venerated on the Italian mainland; see, for 

example, M . Bosi, SS. Quirico e Giulitta, Chiese di Roma illustrate, 

no. 60 (Rome, n.d.); G. Naldi, San Quirico d'Orcia e dintorni 

(Siena, 1976). 
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U N K N O W N ITALIAN A R T I S T 

Paduan or Venetian 

Bull with Lowered Head 

c. 1510-25 

Bronze 

H : 12.4 cm (4% in.) 

D: 22.2 cm (8K in.) 

w: 6 cm {z5A in.) 

85.SB.65 

M A R K S A N D I N S C R I P T I O N S 

None. 

T E C H N I C A L D E S C R I P T I O N 

X rays show that the bronze was cast in one 

piece. The body and head are composed o f 

hollow, thin walls, and the legs are solid, X R F 

analysis reveals the metal to be a copper-

zinc-lead-tin alloy (see appendix B ) . There are 

regularly spaced core pins. A small hole (0.7 cm 

in diameter) in the belly was probably made 

at the time of casting. A supporting armature 

may have passed through the hole, which was 

certainly used also to remove core material. 

Nails project from the bottom o f the front 

proper right hoof, and there are remains o f a 

similar nail in the rear proper left hoof. The 

nails probably served to mount the figure to its 

base. There is evidence of considerable cold 

work, for example, in the hair on the hooves, 

the hammering above the eyes, and the scraping 

on the surface. The bronze is covered wi th a 

thick brown-black coating over a golden brown 

lacquer. There are scratches through the coating, 

indicating that a mold was taken. 

P R O V E N A N C E 

Dr. Franz Kieslinger, Vienna, sold to August 

Lederer; August Lederer (d. 1936), Vienna, by 

inheritance to his widow, Serena Lederer, 1936; 

Serena Lederer (d. 1943), Vienna, looted by 

the Nazis, 193 8 j 1 in the possession of the Nazis, 

restituted by the Allied forces to the Austrian 

government, 1947; Austrian government, 

restituted to the son o f Serena Lederer, Erich 

Lederer, 1947; Erich Lederer (1896-1985), 

Geneva, by inheritance to his widow, Elisabeth 

Lederer, 1985; Elisabeth Lederer, Geneva, sold 

to the J. Paul Getty Museum, 1985. 

E X H I B I T I O N S 

None. 

B I B L I O G R A P H Y 

L. Planiscig, Venezianische Bildhauer der Renais

sance (Vienna, 1921), 591; "Acquisitions/1985," 

/ Paul Getty Museum Journal 14 (1986): 260, 

no. 239; P. Fusco, Summary Catalogue of Euro

pean Sculpture in the J . Paul Getty Museum 

(Los Angeles, 1997), 67. 

T H E G E T T Y STATUETTE depicts a lean bull ambling for

ward. The bull's head, turned slightly to the right, is lowered 

so that its curved horns jut forward. Its tail hangs in a gentle 

backward S-curve between its hind legs, the tip joining the 

lower part of its right leg. 

The plentiful production of small bronze statuettes 

representing bulls in the Renaissance is due primarily to 

the survival of numerous votive bronze statuettes of bulls 

from antiquity. Renaissance statuettes of bulls vary from 

representations of docile, plodding beasts, such as the pres

ent model, to those of more alert, lively animals, epitomized 

by the vigorous bulls of Giambologna and Antonio Susini 

in the later sixteenth century.2 The Getty Bull adheres 

to classical prototypes in the stylized depiction of its neatly 

cloven hooves and the clump of hair around its horns. 

The schematically rendered dewlap is also a stylized feature, 

falling as it does into ripplelike folds on both sides of 

the bulls neck rather than purely on the side to which its 

head is turned. 3 

In the Renaissance, bronze reliefs also sometimes de

picted bulls. A typical example is the extremely naturalistic 

Bull Grazing Seen from the Rear, commonly attributed to 

Bartolomeo Bellano (Venice, Ca d'Oro). 4 Bulls occasionally 

appear in small group sculptures of the Rape of Europa 

(Florence, Museo Nazionale del Bargello; Budapest, Szep-

muveszeti Muzeum; Venice, Museo Civico Correr). 5 

The survival of several other examples attests to the 

popularity of the present design. One, wi th traces of gild

ing, is in the Kunsthistorisches Museum, Vienna. 6 Two 

examples of lesser quality are in the Augustinian monastery, 

Klosterneuburg.7 A fourth, of high quality, is in the holdings 

of the Parisian art dealer Brimo de Laroussilhe.8 The Getty 

example has been almost completely ignored in the critical 

literature, presumably because it was formerly in a private 

collection. This omission is regrettable because the Getty 

statuette may be the finest and earliest of all the known ex

tant examples. 

None of the versions is signed, initialed, or dated, and 

there have been differing scholarly opinions regarding their 

authorship, place of origin, and date of manufacture. As 

with so many Renaissance bronzes, resolution of these issues 

is hampered by a lack of documentation. That the model has 

been compared with other animal statuettes is of little use, 

since there is no general consensus about the authorship of 

those bronzes. Given the lack of secure knowledge about the 

production of bronzes in the Veneto in the late fifteenth and 
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2 A Side view from proper left 

early sixteenth centuries, most authors have opted to iden

tify statuettes in terms of generalized regions and periods. 

The most common designation is Padua, around 1500, 

surely due to the fact that the models subject, medium, and 

dimensions, as well as its stylistic characteristics, recall the 

animal bronzes of such Paduan sculptors as Andrea Briosco, 

called Riccio, and Bartolomeo Bellano.9 I t should be noted, 

however, that although Padua is the city most often associ

ated wi th the production of bronze statuettes, the possibility 

that the Bullwas produced in Venice cannot be ruled out. 1 0 

Recently there has been a shift toward even more cir

cumspect attributions, so that "north Italy" is preferred to 

Padua.11 For example, Manfred Leithe-Jasper describes the 

Vienna model as "North Italian (probably Padua), ca. 1500," 

and links the bull model wi th the bronze group Europa and 

the Bull in the Bargello.1 2 He also proposes that the Ambling 

Horse in Vienna might come from the same workshop, an 

idea that deserves consideration because freestanding bulls 

were often paired wi th horses in the later sixteenth century.1 3 

Indeed, the Bargello Europa group is perhaps the closest to 

the Getty Bull in basic composition and in certain details: 

the sinuous curve of the tail, the bony angularity of the 

joints, and the rippling dewlap. 

V I C T O R I A A V E R Y A N D P E T E R F U S C O 

Notes 

1. The entire collection belonging to Serena Lederer was looted by the 

Nazis between November 1938 and May 1939, when the Lederers 

were forced to leave Austria in order to save themselves from persecu

tion. After the war the Allies rescued the collection from the salt 

mine at Bad-Aussee and brought i t to the collection point in M u 

nich, where i t was shipped back to Austria in 1947 and restituted 

to the son of Serena Lederer, Erich Lederer, by the Austrian govern

ment. Information on the collection and its confiscation can be 

found in documents at the National Archives and Records Adminis

tration, Washington, D .C . This note applies to all objects in the cat

alogue wi th a provenance from the Lederer collection. 

2. The following are examples: Vienna, Kunsthistorisches Museum inv. 

5757, 5714 ( M . Leithe-Jasper, in Italienische Kleinplastiken, Zeich-

nungen undMusik der Renaissance: Waffen des 16. undij. Jahrhun-

derts aus dem Besitz der Sammlungfiir Plastik und Kunstgewerbe des 

Kunsthistorisches Museum in Wien, exh. cat. [Vienna: Schloss Schall-

burg, 1976], 1 0 6 - 7 , nos. 143, 144); Venice, Museo Civico Correr 

inv. x i (N. Gramaccini, in Natur undAntike in der Renaissance, 

exh. cat. [Frankfurt-am-Main: Liebieghaus-Museum alter Plastik, 

1985], 547, no. 287); Padua, Musei Civici inv. 3 (D . Banzato and 

F. Pelligrini, Bronzi eplacchette dei Musei Civici di Padova [Padua, 

1989], 127, no. 122). 

3. For example, see S. Reinach, Repertoire de la statuaire grecque et ro-

maine (Paris, 1909), vol. 2, 732, i l l . 1. I n A Bronze Bestiary, exh. cat. 

(New York: Rosenberg and Stiebel, 1985), 60, no. 42, P. Hunter 

Stiebel pointed out that the dewlap o f the bull is represented conven

tionally rather than naturalistically. 

4. For an illustration o f the latter, see G. Mariacher, Bronzetti veneti del 

rinascimento (Vicenza, 1971), 24, no. 19. 

5. For examples in the Bargello, see ibid. , no. 20. For the most recent 

discussion o f the piece in the Szepmuveszeti Muzeum, see V. Krahn, 

in "Von alien Seiten schon": Bronzen der Renaissance und des Barock, 

exh. cat. (Berlin: Staatliche Museen zu Berlin, 1995), 2 0 8 - 9 , n o - 33-

For examples in the Museo Civico Correr, see Mariacher, Bronzetti 

veneti, 33, no. 104. 

6. Inv. PL.5704; H : 12.2 cm (413/i6 in.); M . Leithe-Jasper, Renaissance 

Master Bronzes from the Collection of the Kunsthistorisches Museum, 

Vienna (Washington, D . C : National Gallery o f Ar t ; Los Angeles: 

Los Angeles County Museum of Art ; Chicago: A r t Institute o f 

Chicago, 1986), 98, no.15, wi th further bibliography. 

7. H : 14 cm (5V2 in.) ; L . Planiscig, Katalog der Kunstsammlungen 

im Stifte Klosterneuburg, vol. 3, Die Bronzen (Vienna, 1942), 9, 

10, nos. 7, 8. Gramaccini, in Natur undAntike, 546, no. 285, for 

inv. K G 507. 

8. Previously i t was in an American private collection; H : 12.7 cm 

(5 in.); E. Bertrand, Sculptures et objets d'artprecieux du vie au xvie 

siecle (Paris, 1992), 82 -83 , n o - 24> wi th further bibliography. 

A variation, formerly in the Kaiser Friedrich Museum, Berlin (inv. 

M . V . 33), is now in the Staatliche Museen Preussischer Kulturbesitz, 

Berlin, inv. M 19/33. See Gramaccini, in Natur undAntike, 

5 4 6 - 4 7 , no. 286. 
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9. Wilhelm von Bode first published the model in 1907 and captioned 

the Vienna example simply as fifteenth century; see Die italienischen 

Bronzestatuetten (Berlin, 1907), vol. 2, 12, p i . 115. Fritz Goldschmidt 

catalogued the Berlin variant as Paduan, around 1500, in Die ita

lienischen Bronzen der Renaissance und des Barock (Berlin, 1914), 17. 

I n general, scholars have adhered to this idea. 

10. For example, Bertrand Jestaz suggested that the Bull might be 

Venetian (note, JPGM object file), observing its consonance wi th the 

bronze reliefs attributed to the Barbarigo Master in the Ca d'Oro, 

Venice. 

11. For example, see James D . Drapers opinion in W. von Bode, The 

Italian Bronze Statuettes of the Renaissance, trans. W. Gretor, ed. and 

rev. J. D . Draper (New York, 1980), pi . 115. 

12. Leithe-Jasper, Renaissance Master Bronzes, 9 8. 

13. Bertrand {Sculptures et objets d'art, 82) affirms these comparisons. 
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P I E R JACOPO A L A R I - B O N A C O L S I , C A L L E D A N T I C O 

Mantua(?) c. 1460-Gazzuolo 1528 

Bust of a Young Man 

c. 1520 

Bronze wi th silver eyes 

H (without socle): 54.7 cm (21/2 in.) 

w: 45 cm (17'VA in.) 

D : 22.3 cm (SVA in.) 

86.SB.688 

M A R K S A N D I N S C R I P T I O N S 

None. 

T E C H N I C A L D E S C R I P T I O N 

Gilt-bronze drapery, which was attached to 

the figure's chest prior to its acquisition by the 

Museum, was removed after i t was determined 

to be a later addition (see F I G . 3 B ; see also appen

dix B ) . A n opaque black varnish coated the 

surfaces o f the head, face, and upper chest, 

extending to the edge of the drapery. The varnish 

was removed to reveal a brown patina that 

matched those areas of the chest that had been 

hidden beneath the drapery. Several dr i l l holes 

were made in the chest for the attachment o f 

drapery, and these have been filled. A t the center 

of the chest, along the lower edge, is a roughly 

rectangular loss about 13.9 centimeters (5V2 in.) 

wide and 2.9 centimeters (iVs in.) high, which 

may have occurred when the bust was removed 

from its original setting by twisting or cutting 

off the original mounting flange. The damaged 

area, which has been filled and toned, exhibited 

tool marks that indicated a mechanical cutting 

or filing of the edge. There is also a rectangular 

hole in the center o f the back, above the bottom 

edge, I C P - M S revealed the metal composition to 

be a leaded copper-tin alloy (see appendix B ) . 

The eyes are coated wi th a silver layer, but i t is 

not clear how it was adhered to the bronze. 

Richard Stone of the Metropolitan Museum of 

Art , New York, has suggested that either a th in 

silver layer was applied mechanically or silver 

solder was poured over the area.1 The hollow 

bust was cast in one piece using the indirect 

lost-wax method. The head may have been 

modeled separately from the neck and shoulders 

and joined in the wax. 

X rays and examination o f the interior 

revealed several rectangular core-pin holes o f 

two different sizes. Smaller holes occur at regular 

intervals in the center of the chest and more 

randomly in the shoulders and head. Larger 

holes occur at the sides o f the head and neck. 

The core-pin holes were repaired by the original 

founder wi th rectangular copper alloy patches 

that are not detectable on the surface. As X rays 

showed, the chest is porous throughout. A fine, 

hard tan material—composed of clay, carbonate, 

quartz, and several other materials—coats the 

inner surface o f the chest, yet not the head. I t is 

unclear whether this material represents the core 

or, more likely, a later addition that was part o f 

the mounting system. 

A modern alabaster socle was fabricated 

for the bust, its profile based on the section o f 

bronze socle cast integrally wi th the Bust of 

Cleopatra in the Museum of Fine Arts, Boston 

(inv. 64.2174). (For the previous socle, also 

modern, see F I G . 3 B . ) 

P R O V E N A N C E 

Purportedly in the collection of the Grimani 

family, Palazzo Grimani, near Santa Maria For

mosa, Venice, before 18 31; Antonio Sanquirico, 

Venice, by 1831; duchesse de Talleyrand et 

Sagan, Paris, by 1866;2 by inheritance to the 

heirs of the duchesse de Talleyrand et Sagan, 

Paris (sale, Succession de Madame la duchesse de 

Talleyrand et Sagan, 19 — 20 June 1907, 57, rue 

Saint-Dominique, Paris, lot 44 or 45, unsold); 

by inheritance wi th in the same family (sold, 

Sotheby's, Monaco, 23 February 1986, lot 913, 

to Same Ar t Ltd.); Same Ar t Ltd. , Zurich, sold 

to the J. Paul Getty Museum, 1986. 

E X H I B I T I O N S 

None. 

B I B L I O G R A P H Y 

A. Beckett, "Mantuan Bronze Bust Sells for 

484,496 Pounds Sterling," Daily Telegraph, 

25 February 1986; J. D . Draper, in Die Bronzen 

der Fiirstlichen Sammlung Liechtenstein, exh. 

cat. (Frankfurt: Liebieghaus, 1986), 260; "Ac

quisitions/1986,"/ Paul Getty Museum Journal 

15 (1987): 2 2 0 - 2 1 , no. 124; L . N . Amico, 

"Antico s Bust of the Young Marcus Aurelius" 

J . Paul Getty Museum Journal 16 (1988): 9 5 -

104; K. Fittschen, "The Bronze Bust of the 

"Young Marcus Aurelius " by Antico and Its 

Antique Model," / Paul Getty Museum Journal 

18 (1990): 113-26; K. Fittschen, "Uber einige 

romische Portrats in Venedig: Antike Vorbilder 

und neuzeitliche Nachahmungen," in Congresso 

internazionale, Venezie e I'archeologia: Un impor-

tante capitolo nella storia del gusto dell'antico 

nella cultura artistica veneziana (Venice, 1990), 

205, fig. 25; The J . Paul Getty Museum: Hand

book of the Collections (Malibu, Cal if , 1991), 

203; A . H . Allison, "The Bronzes o f Pier 

Jacopo Alari-Bonacolsi, Called Antico," Jahrbuch 

der kunsthistorischen Sammlungen in Wien 89 

(1993): 62, 257 -60 ; M . Thomas, "Michelan

gelo's Brutus and the Classicizing Portrait Bust 

in Sixteenth-Century Italy," Artibus et historiae 

14, no. 27 (1993): 73, 80, nn. 7, 9; B. Cohen, 

"Antico s Bronze Busts: Precious Metal and the 

Invention o f Renaissance 'Antiquities,'" National 

Gallery of Art, Center for Advanced Study in the 

Visual Arts, Center iy, Record of Activities and 

Research Reports (June 1996-May 1997), 57; 

D . Carr, Andrea Mantegna: The Adoration of 

the Magi (Los Angeles, 1997), 26; P. Fusco, 

Summary Catalogue of European Sculpture in the 

J . Paul Getty Museum (Los Angeles, 1997), 2; 

The J . Paul Getty Museum: Handbook of the Col

lections (Los Angeles, 1997), 238; J. Walsh and 

D . Gribbon, The J . Paul Getty Museum and 

Lts Collections: A Museum for the New Century 

(Los Angeles, 1997), 187, 189; P. Fogelman, in 

Masterpieces of the J . Paul Getty Museum: Euro

pean Sculpture (Los Angeles, 1998), 2 0 - 2 3 . 
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T H E B R O N Z E BUST DEPICTS A M A N in early adulthood 

sporting a smooth mustache, close-cut, curly sideburns, and 

a hint of facial hair in the crevice between the lower lip and 

the crease of the chin. The hair, one of the most striking fea

tures of the bust, consists of abundant curls that twist and 

spiral in all directions to form a heavy cap. Although exqui

sitely rendered in bulging waves detailed wi th linear stria-

tions to indicate the individual strands, the hair at the back 

is flatter, closer to the head, and generally less curly. The 

figure s silver eyes wi th dark pupils gaze upward and into the 

distance as his head turns to the proper right. The nude 

chest exhibits no hair on its broad, smooth surface, which 

terminates in a rounded line below the breasts. 

The bust was first attributed to the Mantuan sculptor 

Pier Jacopo Alari-Bonacolsi, called Antico, when it sold at 

Sotheby's, Monaco, in 1986.3 A t the time of the sale, the bust 

was decorated wi th gilt-bronze drapery fastened wi th a 

fibula at the left shoulder. There is evidence to suggest that 

the drapery was added when the bust entered the collection 

of the duchesse de Talleyrand. First, the bust was still nude 

when rendered in a lithograph for the promotional cata

logue of Venetian art dealer Antonio Sanquirico in 1831, and, 

second, the bronze Bust ofCaracalla from the Talleyrand col

lection, also sold in the 1986 Monaco auction, bore a simi

larly elaborate gilt-bronze costume that appeared to be a 

later addition. 4 The drapery may have been attached to the 

Getty bust as a matter of taste, so that it would function as a 

pendant to the Caracalla, or to conceal damage to the chest. 

The attribution of the Getty bust was quickly accepted 

by scholars, and soon after appearing at auction it was cited 

by James D . Draper as a late work by the sculptor.5 In 1988 

Leonard Amico provided a fuller discussion of the bust, in 

which he identified it as a representation of the young Mar

cus Aurelius (b. A . D . 121, r. 161-80); associated it wi th the 

Roman emperor s second portrait type, dating from A . D . 145 

to 147; and compared i t wi th an ancient head in the An t i -

quarium Forense in Rome.6 A t the time, no exact prototype 

for the Getty bust was known, and Amico used its depar

tures from the Antiquarium Forense head to justify a date of 

around 1520 and to posit Antico s stylistic progression away 

from "naive classicism" toward a looser handling wi th 

"greater, freer naturalism."7 A n ancient model for Anticos 

bronze was, however, discovered by Klaus Fittschen in the 

Hispanic Society of America in New York (FIG. 3A).8 A l 

though the provenance of the Hispanic Society marble is 

purportedly Spanish, Fittschen considered it probable that 

the ancient head originated in Italy, that i t or a plaster cast 

was available to Antico for study, and that i t may have been 

brought to Spain at a later date. Considering Antico s exac

titude in following the antique prototype, Fittschen sur

mised that there may be other busts by the sculptor that copy 

models not yet identified. Finally, in 1993 Ann H . Allison 

published the Getty bust, dating it even later, to the years 

around 1526—28. She presumed that it was commissioned by 

Federico 11 Gonzaga, and suggested that the waxiness of the 

hair may indicate the participation of Antico s son.9 

The Getty busts subject and date are often intercon

nected in the scholarly opinions summarized above. Yet each 

of these is still open to question. Fittschen has concluded 

that the Hispanic Society marble, ^ n d therefore Antico's 

bust, does not represent Marcus Aurelius, but rather a pr i 

vate citizen of the early Antonine period. 1 0 For evidence, he 

has pointed to differences in physiognomy between the New 

York bust and known portraits of the emperor. Specifically, 

the New York bust has flatter, straighter eyebrows than those 

of Marcus Aurelius, which are arched. Fittschen might have 

also noted the complete lack of facial hair on the chin 

of the New York bust, which contrasts wi th the stippled 

beard typical of Marcus Aurelius portraits of the second 

type, or pointed out how markedly different the narrow up

per eyelids of the New York example are from the heavy lids 

and large, bulging eyes characteristic of the emperor s por

traits.1 1 Fittschen has, however, admitted the possibility that 

Antico thought that the ancient marble represented 

Marcus Aurelius. 

I t is difficult to determine which emperor, i f any, Antico 

intended to portray, because the iconography of Marcus 

Aurelius was not yet fully established in Antico s time. For 

example, the imperial equestrian bronze now known as 

Marcus Aurelius was twice identified as Antoninus Pius: 

once in the 1496 inventory of Gianfrancesco Gonzaga, and 

again in a letter from Antico to Isabella d'Este.12 Allison has 

suggested that the Getty bust would have appealed to 

Federico 11 Gonzaga as a portrait of the philosopher-ruler 
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3 A Bust of a Young Man, Roman, c. A . D . 140-50. Marble, H : 55-9 cm 

(22 in.). New York, The Hispanic Society of America inv. D.205. 

3B Bust before conservation, mounted on previous socle 



Marcus Aurelius. Federico us library included two popular 

books on this emperor.1 3 No bust of Marcus Aurelius was, 

however, named in Federico us inventory of 1542.14 More 

recently, Allison proposed that the Getty bust is a portrait o f 

Pompey and a pendant to a bust by Antico in the Liechten

stein collection, which she identified as Alexander the Great. 

Bronze busts of Alexander and Pompey appeared, probably 

as pendants, in the "studio delle antiquita" in Duke 

Federico s inventory. 1 5 Several factors, however, undermine 

the Pompey hypothesis. First, Allisons interpretation of the 

Liechtenstein bust as Alexander is speculative, relying heav

ily on ancient literary descriptions and only generally on 

visual sources.16 Moreover, even i f one follows Allison's ref

erence to ancient literature, one finds contradictory evidence 

as i t applies to the Getty bust. For example, Plutarch de

scribed Pompey as resembling Alexander in that his hair 

lifted from the forehead.17 This is not consistent wi th the 

long curls lying flush to the forehead in the Getty bronze. 

Most importantly, despite their close similarity in height, 

the nude, ungilded Getty bust is an unlikely pair to the elab

orately draped, gilded Liechtenstein bust.1 8 Even i f the Getty 

bust had been commissioned later as a pendant to a pre

existing bronze, one would expect a greater attempt at 

consistency. Furthermore, i f the bust was intended to repre

sent Pompey, one would expect to find some military refer

ence in the costume, rather than a nude portrait. Pompey 

was known for his military exploits and was likely to have 

been admired on that basis by Federico 11, a self-styled 

military leader.19 

The possibility that Antico intended to portray Lucius 

Verus (b. A . D . 130, r. 161-69) in the Getty bust should also 

be considered. The ancient prototype for Antico s bust, the 

Hispanic Society marble, was once thought to represent 

Lucius Verus, who was co-emperor wi th Marcus Aurelius. 2 0 

Although the New York marble does not represent that 

ruler, its straighter eyebrows and thin-lidded eyes, which 

peer up from beneath the brow line, are consistent wi th por

traits of Lucius Verus.21 Isabella d'Este displayed a head of 

Lucius Verus in her Grotta, as a pendant to a head of an old 

man. 2 2 The Getty bust, whose virile youth is emphasized by 

his nude chest, would have provided the perfect foil to a por

trait of an elderly man. Nevertheless, Isabellas inventory 

3c Profile from proper right 

does not specify the material or size of her Lucius Verus bust, 

and there is no way of confirming that i t was by Antico. The 

subject of the Getty bronze remains uncertain, but the sheer 

number of suggestions underscores the need for caution in 

drawing conclusions about its identity, whether based on the 

Gonzaga inventories or on visual comparisons wi th ancient 

imperial busts. Given that its subject is still open to ques

tion, Amico's dating of the Getty bust at around 1520 would 

seem most plausible, since it allows for the possibility that 

the bronze was made for Isabella d'Este.23 

The Getty bust, open at the back, wi th the interior of 

the chest exposed, was likely intended for placement in a 
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3D Back view 3E Profile from proper left 

niche or against a wall, to be seen primarily from the front. 

Amico, followed by Allison, has concluded that the relative 

lack of detail in the hair at the back of the head in the Getty 

bust is evidence of this type of installation. This feature more 

likely reflects its ancient model, however, rather than the cir

cumstances of its display.24 

P E G G Y F O G E L M A N 
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4 

G l R O L A M O D E L L A R O B B I A 

Florence 1488-Paris 1566 

Bust of a Man 

Between 1526 and 1535 

Glazed terra-cotta 

H : 46.4 cm (18/4 in.) 

w: 40 cm (i53/4 in.) 

D : 19.7 cm (y3A in.) 

95.sc.21 

M A R K S A N D I N S C R I P T I O N S 

None. 

T E C H N I C A L D E S C R I P T I O N 

The bust is mold-made o f pink terra-cotta 

covered wi th a semiopaque white glaze. The 

color of the clay body can be seen through 

the glaze where i t has been thinly applied. Craz

ing of the glaze, due to uneven shrinkage of 

the clay body and glaze during the firing process, 

appears as a fine craquelure over the entire sur

face. The muted black o f the pupils o f the eyes 

may have been achieved either by stippling 

white over black glaze or by applying black over 

the white glaze. Two small, angular protrusions 

at the back of the head have been colored wi th a 

grayish violet glaze, which may indicate the color 

of the background of the medallion into which 

the bust was set. X R F on the glazes confirmed 

that the white is a t in oxide, opacified lead glaze; 

the black o f the eyes contains iron oxide; and 

the grayish violet contains manganese oxide. The 

bottom left portion of the nose was broken 

and has been reattached, wi th subsequent losses 

filled. Small losses in the beard and hair have 

also been filled or toned. A square-headed iron 

bolt projects from a hole in the bottom of the 

bust, which was formed in the wet clay and was 

therefore part of the original mounting system. 

T L (Berlin, 1995) yielded a date o f manufacture 

between 1551 and 1649. A second T L (Guilford, 

1995) resulted in a date between 1385 and 1685. 

P R O V E N A N C E 

Commissioned by Jacques, called Galiot, de 

Gourdon de Genouillac for the Chateau 

d'Assier, near Figeac, in the south of France; 

remained in situ on the courtyard facade of 

Chateau d'Assier under successive owners unt i l 

the late eighteenth century; Plantade printing 

house, Cahors, from the 1860s unt i l at least 

1902; 1 Guy Ladriere, Paris, sold to the J. Paul 

Getty Museum, 1995. 

E X H I B I T I O N S 

None. 

B I B L I O G R A P H Y 

P. V i t r y and G. Briere, Documents de sculpture 

frangaise (Paris, 1911; reprint, New York, 1969), 

13, pi . 42, no. 3; G. Gentilini, Idella Robbia: La 

scultura invetriata nel rinascimento (Florence, 

1992), vol. 2, 366-67; Burlington Magazine 136 

(September 1994): i l l . x; "Acquisitions/1995," 

/ Paul Getty Museum Journal 24 (1996): 136, no. 

85; T. Crepin-Leblond, "Le retable de la chapelle 

de Cognac et l'influence de Girolamo della Rob

bia en France," Bulletin de la Societe de Vhistoire 

de Van frangais (1996): 16; J. Bassett and P. Fogel-

man, Looking at European Sculpture: A Guide to 

Technical Terms (Los Angeles, 1997), 42; P. Fusco, 

Summary Catalogue of European Sculpture in the 

J . Paul Getty Museum (Los Angeles, 1997), 42; 

P. Fogelman, in Masterpieces of the J . Paul Getty 

Museum: European Sculpture (Los Angeles, 

1998), 24; A. Bellandi, mldella Robbia e Varte 

nuova della scultura invetriata, ed. G. Gentilini, 

exh. cat. (Fiesole: Basilica di Sant'Alessandro, 

1998), 306; C. Hess, Ltalian Ceramics: Catalogue 

of the J . Paul Getty Museum Collection (Los 

Angeles, 2002), no. 28. 

T H I S BUST DEPICTS a handsome bearded male dressed 

in Roman-style armor and drapery, rendered in three-

quarter relief. Turning his head slightly to the right, he ap

pears to look up from underneath his expressively modeled 

brow. The entire front surface of the bust has been colored 

wi th a white glaze, perhaps in imitation of marble, except for 

the pupils of the eyes, which were painted black. 

Paul Vi t ry and Gaston Briere first identified a group of 

six busts, including the Getty Bust of a Man, as coming from 

the Chateau d'Assier and attributed them to Girolamo della 

Robbia.2 This provenance and attribution have been ac

cepted by Giancarlo Gentilini and Alfredo Bellandi. 3 The 

Getty bust and another of the group, a white-glazed terra

cotta bust of a beardless male figure, crowned and draped in 

a toga (FIG. 4A), now owned by Marvin and Jacqueline 

Kosofski in Los Angeles, were both in the same Paris collec

tion in 1995-4 The other busts published by Vi t ry and Briere 

are a white-glazed terra-cotta bust of a young man in classical 4A Girolamo della Robbia. Bust of a Man (Constantine?), between 1526 

and 1535. Glazed terra-cotta. H : 47 cm (18 Vi in.) . Los Angeles, 

collection of Marvin and Jacqueline Kosofski. Photo courtesy Guy 

Ladriere. 
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4B Attributed to Girolamo della Robbia. Bust of a Young Girl, c. 1530. 

Glazed terra-cotta. H (without socle): 47 cm (18 H in.) . 

New Haven, Yale University A r t Gallery, purchased through the 

Maitland F. Griggs (BA 1896) Fund, inv. 1950.138. 

4c Attributed to Girolamo della Robbia. Bust of a Young Girl, c. 1530 

(see FIG. 4B) . Back view. 



armor with abundant curly hair, now lost; 5 a draped male 

bust in stone, crowned wi th a laurel wreath and set into a 

round medallion, acquired by the Louvre in 1910; a bust of a 

woman wi th braided hair and a draped chest, cast in recon

stituted stone, which was acquired by the Louvre in 1936;6 

and a stone bust of a man wearing elaborate armor and a 

feathered helmet, also set into a medallion, now lost.7 A male 

bust, presumably in stone, is set into a wreathed medallion 

and is still in situ on the courtyard wall of the Chateau 

d'Assier s west wing. 8 Another work that has been related to 

the Assier group is a white-glazed terra-cotta bust of a 

woman in the Yale University Art Gallery, New Haven (FIGS. 

4B - c) , which is identical to the female bust in the Louvre. 9 

Although an exact identification of subject cannot be 

found for every bust in this group, the crowned man in a 

toga and the curly-haired youth in armor appear to repre

sent, respectively, Constantine and Alexander the Great. 

This, along with the classicizing or military nature of the 

costumes, suggests that the series as a whole depicted leg

endary figures of the ancient world. The classical armor of 

the Getty bust indicates that it too was intended to portray 

a Roman or Gallic hero. 

The building of the Chateau d'Assier, near Figeac, in 

southern France, was begun in 1524 by Jacques, called 

Galiot, de Gourdon de Genouillac, and its decoration com

menced in 1526 after his appointment as grand ecuyer to 

Francis I . 1 0 A n inscription of 1535 marks the completion of 

construction. According to a watercolor by Francois-Roger 

de Gaigneres of about 1680, the chateau was designed as 

a large quadrangular edifice with a central courtyard and 

round towers marking the four corners.11 The courtyard 

facade of the west wing—the only interior facade fully visi

ble in the engraving and the only one to survive to the pres

ent day 1 2—incorporated portrait medallions in high relief 

between the engaged columns and pilasters of the second 

story. This facade may have provided the original context for 

the Getty bust; there its dimensionality and reflective surface 

would have created a striking contrast wi th the flat, gray 

walls against which i t was set. The touches of purple-gray 

glaze at the back of the Getty bust, also present on the 

Kosofski and Yale busts, may recall the color used to fill in 

the backgrounds of the medallions.1 3 

Girolamo della Robbia may have come to France at the 

end of 1517, since by May 1, 1518, he was receiving a royal 

stipend.1 4 Preceding other Florentine artists recruited by the 

French king—such as Andrea del Sarto, Giovanni Fran

cesco Rustici, Rosso Fiorentino, and Benvenuto Cel l in i— 

Girolamo was a pioneer in spreading the influence of Italian 

style and establishing a more international reputation for 

della Robbian art. After a brief return to Florence in 1525 

(the year of his father's death and Francis is imprisonment), 

Girolamo received commissions for the polychrome-glazed 

terra-cotta decorations of the Chateau de Madrid, the 

Chateau de Sansae, and the Chateau d'Assier. Galiot de 

Genouillac may have based his decision to employ Girolamo 

on his own knowledge of and taste for Italian Renaissance 

architecture and ornament (acquired during French military 

campaigns in Italy in 1494, 1501, and 1515), as well as on the 

official, royal sanctioning of Girolamo s style at the Chateau 

de Madrid, which was roughly concurrent wi th Galiot's 

building. In fact, i t is likely that Girolamo's designs for one 

chateau influenced his ideas for the other. As with the 

Chateau d'Assier, the south elevation of the Chateau de 

Madrid featured glazed terra-cotta portrait medallions in 

high relief, set into the spandrels between the arches of the 

first two stories, as can be seen in Jacques Androuet du 

Cerceau's engrav-ing.15 For the Chateau de Sansac, Girolamo 

created a glazed terra-cotta bust of Francis 1, the surround of 

which bears the date 1529.16 

For his decoration of the Chateau d'Assier, Girolamo 

drew on several precedents from the work of the Florentine 

della Robbia studio. Most relevant is the series of sixty-six 

portrait medallions of saints and prophets produced in 1523 

by the workshop under Giovanni della Robbia for the clois

ter of the Certosa in Val d'Ema. 1 7 The probing gazes, dra

matic facial expressions, naturalistic modeling, animated 

hairstyles, and costumes of the Certosa heads seem to have 

influenced Girolamo during his visit to Florence in 1525. 

Girolamo rejected Giovanni's bright palette in favor of the 

almost uniform white of the Getty Bust of a Man and the 

other related heads, however, suggesting his preference for a 

more classicizing approach to architectural decoration at the 

Chateau d'Assier. 
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12. The Chateau d'Assier was apparently owned by the dukes o f Uzes in 

the seventeenth century but was abandoned by the family after the 

death o f Francois de Crussol, the duke of Uzes, in 1680. By the end 

o f the eighteenth century the palace had been given away to avoid 

maintenance costs, the contents and the exterior decorations sold or 

stripped away, and parts o f the building demolished. No t unt i l 18 41 

was the building classified as a historic monument. See Galabert, Galiot 

de Genouillac, 54. 
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13. I am grateful to Mark Aronson of the Yale University Ar t Gallery for 

ascertaining the presence o f a small drop o f purple glaze above the 

proper left ear o f the bust at Yale. 

14. P. Lesueur, "Arrivee de Girolamo della Robbia en France," Bulletin de 

la Societe de Phistoire de Partfrangais (1937): 200; Gentilini, 

L della Robbia, 362. 

15. See M . Chatenet, Le Chateau de Madrid au Bois de Boulogne: Saplace 

dans les rapports franco-italiens autour de 1530 (Paris, 1987), 196, 

212, 215, figs. 13,14, 40, 44, for images by Jean Marot as well as by 

du Cerceau. 

16. The bust is in the Metropolitan Museum of Art , New York, and the 

surround is in the Louvre; see Gentilini, Ldella Robbia, 366-67; 

and Bellandi, in / della Robbia e Parte nuova. 

17. A. Marquand, Giovanni della Robbia (Princeton and London, 1920), 

167-74. See also F. Domestici, "Giovanni e i l cinquecento," in 

G. Gentilini, F. Petrucci, and F. Domestici, Della Robbia, Ar t Dossier 

(Florence, 1998), 39. 
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BENEDETTO CERVI 
b. Pavia; active in Milan 1500S-1530S 

The Virgin and Child 
with Saint Elizabeth 
and the Young Saint 
John the Baptist 

1520S-1530S 

Alabaster relief 

H : 29.5 cm {11V2 in.) 

w: 28 cm (11 in.) 

D: 7.5 cm (2% in.) 

2000.19 

M A R K S A N D I N S C R I P T I O N S 

Signed BSPP (Benedictus Papie or Benedetto o f 

Pavia) on the underside o f the relief. 

T E C H N I C A L D E S C R I P T I O N 

The relief is carved from a single piece o f 

alabaster. Dark striations in the stone are visible 

throughout the relief: i n the upper areas 

representing sky, in the large central tree, in the 

figures, and in the globe. The surface is evenly 

worn and is covered w i t h a heavy layer o f wax. 

The top corner o f the platform at the lower left 

has broken away. The area shows wear consistent 

wi th that of the rest of the relief surface, indicat

ing an old loss. A broken-off port ion o f the 

large, proper left tree l imb was either reaffixed 

or replaced, and then overpainted to mask the 

repair. The infant Christ figure is missing the 

first toe on his right foot and has a small fracture 

in his right hand where he touches the globe. 

There are three losses in the central tree: the top 

of the tree trunk from just above the uppermost 

l imb to the top o f the composition; an outer 

branch on the proper right, lower l imb; and fo

liage on the outer segment of the proper left 

l imb. Notches on the back of the relief and red-

orange staining (from corroded nails) on the 

sides, bottom, and front edges of the relief indi

cate that i t was previously mounted in a frame. 

P R O V E N A N C E 

Heseltine collection, England, by 1912, sold to a 

private collector in the 1930s; private collection, 

exported to Rhodesia, c. 1952; by descent wi th in 

the family o f the same private collector, exported 

to the Channel Islands, 1973; Sotheby's, Lon

don, sold to the J. Paul Getty Museum through 

private treaty, 2000. 

E X H I B I T I O N S 

Burlington House, London, 1888; Victoria 

and Albert Museum, London, 1977-November 

1981, on extended loan. 

B I B L I O G R A P H Y 

C. Phillips, "Marmi e bronzi del rinascimento 

italiano," mArchivio storico dell'artei (1888): 

100 —101; Burlington Fine Arts Club, Catalogue 

of a Collection of Italian Sculpture and Other 

Plastic Art of the Renaissance (London, 1913), 

49, no. 39, pi . xxiv ; C. Baroni, "Problemi di 

scultura manieristica lombarda," LeArti 5 (June 

1943): 189; J. Pope-Hennessy, Catalogue of Italian 

Sculpture in the Victoria and Albert Museum, 

vol. 2 (London, 1964), 549; M . T. Fiorio, " U n 

relievo referibile a Bambaia e qualche osser-

vazione sull'incidenza della pittura leonardesca 

sulla scultura lombarda," Raccolta vinciana 23 

(1989): 66, n. 9; G. Agosti, Bambaia e il classi-

cismo lombardo (Turin, 1990), 32 and 44, no. 

109; M . T. Fiorio, Bambaia: Catalogo completo 

delle opere (Florence, 1990), 152. 

T H E R E L I E F REPRESENTS T H E V I R G I N A N D C H R I S T 

child greeted by Saint Elizabeth, the young Saint John the 

Baptist, and two small boys. The scene takes place in a land

scape dominated by a large tree at the center of the compo

sition. The Virgin sits to the right of the tree, wi th the Christ 

child straddling her right thigh. He reaches out to accept a 

globe from Saint John, who walks toward Christ from the 

left, holding his attribute, the reed cross wi th banderole, 

wi th his left hand. The kneeling Saint Elizabeth leans for

ward as she helps her toddling son along. A little boy has 

climbed the tree to gather a branch, which he extends down 

toward Christ, while a second child strides purposefully into 

the scene from the right, holding a branch in his right hand 

and offering a piece of fruit wi th his left. The infant Christ 

already holds a piece of the fruit in his left hand. Breezes 

ruffle the veils of both women and the sleeve of the Virgin, 

animating the landscape that extends through rocky hills 

and trees in the middle distance at the left. A cityscape ap

pears in the far distance at the right. 

The story of this meeting, not part of the New Testa

ment narrative, is recounted in the fourteenth-century Fran

ciscan devotional manual Meditations on the Life of Christ. I t 

follows the Purification of the Virgin, when the Holy Fam

ily went from Bethlehem to Jerusalem to present the Christ 

child in the Temple: "Then the Blessed Virgin departed 

from Jerusalem and went to Elizabeth, wishing to see John 

before leaving that region. . . . When they arrived there was 

great festivity, especially about their children. The children 

made merry together; John, as though understanding, rever

ently approached Jesus."1 The scene is rarely depicted in 

Renaissance art.2 More often the Virgin and Child appear 

wi th Saint John the Baptist in devotional images that some

times include Saint Elizabeth and Saint Joseph. Leonardo s 

Madonna of the Rocks (Paris, Musee du Louvre; London, 
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