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Resumé

THE SIDE ALTAR OF THE CRUCIFIXION IN THE CHURCH OF OUR LADY
QUEEN OF ANGELS. THE TRANSFER OF AN ITALIAN MOTIF TO POST-
RUDOLFINE BOHEMIAN PAINTINGS

180

The altar of the Crucifixion, on which nothing
has so far been published in the specialist literature,
can be dated almost exactly, thanks to the history of
its genesis. The coats-of-arms in the cartouches in the
side paintings indicate the name of the patron who
commissioned it. The creation of the altar is related
to the death of the wife of the patron in 1663. The
concept of the scene of the Crucifixion enables us to
place the central painting among works produced in
Prague after the mid-17" century. The popularity of
this typology for the Crucifixion is documented by
paintings by Karel Skréta and Anton Stevens. The fig-
ure of Mary Magdalene also has interesting art-his-
torical connections. It is undoubtedly connected with
the figure in Correggio’s painting of the Madonna of
St. Jerome. This S-shaped bent figure with lavish dra-
pery is repeatedly included in many paintings by the
artists mentioned. The paper indicates the possible
journey taken by this motif from Correggio’s paint-
ing via Frederico Barocci and graphic production
into the transalpine lands and the Bohemian artistic
environment.i

EMILIAN MANNERISM AND PROVOCATIVE IRONY:
NEW RESOURCES FOR ARTISTIC DEVELOPMENT

AFTER THE SACK OF ROME?

Serena Quagliaroli

In an article of 1979 Claudio Strinati wondered
about the possibility of identifying and rebuilding
a context of figurative and speculative research
aimed at obtaining “una revisione generale del mondo
michelangiolesco™ in the Rome of the third quarter
of the 16™ century, starting from the production of
the painter and sculptor Giulio Mazzoni (Piacenza
1519-1590). More recent studies® based on surveys
of archival and stylistic nature enhanced the knowl-
edge of Mazzoni’s artistic work. They partially re-
futed Strinati’s article, which focused too much on
a Neoplatonic interpretation of Buonarroti’s art, but
preserved its aim in terms of a reflection revolving
around the peculiar experiments of a small group of
artists with a common reference to the artistic pro-
duction of the Po Valley. Building on such critical
awareness and for the purpose of the brief analysis to
be put forth, some preliminary considerations on the
historical and social context, on the peculiarity of the
Emilian art and on irony as interpretative category
are necessary.

First and foremost, we should consider how ar-
tistic criticism interprets the issues of Mannerism
in the overall historical and political situation of the
16™ century, in order to avoid the risk of proceeding
solely with an exegesis of Neoplatonic or Existential-
ist array. As a matter of fact, one of the fundamental
problems of Mannerist art is the risk of overestimat-
ing the consequences of the Sack of Rome in terms of
figurative research: very often artists — traumatised
by the event — are said to have transposed their disil-
lusionment and their awareness of the Renaissance
crisis onto their works. Some remarks by Federico
Zeri can help restore the balance as far as this topic
is concerned.

“Gli studiosi recenti pity aggiornati e obiettivi
[...] hanno denunciato come la corrente inter-

1 Claudio Strinati, Giulio Mazzoni
da Piacenza nella Roma di meta
Cinquecento, Bollettino d’Arte LXIV,
1979, No. 1, pp. 27-36, esp. p. 27.

2 Gonzalo Rédin Michaus, Giulio
Mazzoni e Gaspar Becerra

a S. Giacomo degli Spagnoli. Le
cappelle del Castillo e Ramirez de
Avellano, Bollettino d’arte LXXXVIIL,
2002, No. 120, pp. 49-62. - Patrizia
Tosini, La Cappella Alicorni
Theodoli e la decorazione di Giulio
Mazzoni da Piacenza, in: Ilaria
Miarelli Mariani — Maria Richiello
(eds.), Santa Maria del Popolo. Storia
e restauri, Roma 2009, pp. 491-507.
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3 Federico Zeri, La percezione visiva
dell’Italia e degli italiani nella storia
della pittura, Torino 1989, p. 19.

4 Konrad Oberhuber, Parmigianino
e gli artisti alla corte di Rodolfo

IT a Praga, in: Parmigianino e il
manierismo europeo (exh. cat.),
Galleria Nazionale Parma 2003,

pp- 135-139.

5 Giulio Carlo Argan,

11 Michelangiolismo, in: Atti del
convegno di studi michelangioleschi,
Roma 1966, pp. 398-402,

esp. p. 398.
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pretazione del manierismo continui a ricalca-
re la falsariga [...] dellesegesi proposta tra la
prima e la seconda guerra mondiale a Berlino
e a Vienna - un’esegesi che amava riversa-
re sulle opere d’arte di quattro secoli addietro
le ansie, le paure e le distorsioni intellettuali
espresse dal disfacimento delle societd di Prus-
sia e dell’Austria. Quando invece al termine di
manierismo venga restituito il suo originario si-
gnificato, voluto dal suo inventore, l'abate Luigi
Lanzi (di maniera, cioé quale civile raffinatezza
di modi), quello stile apparira come il riflesso
di un’ipernutrizione culturale, il portato di un
concetto dell'arte quale sfoggio di sapienza for-
male e letteraria, di bravura tecnica spericolata,
acrobatica. Come del resto é logico e attendibile,
trattandosi di un’arte al servizio di una élite”
These remarks expressed some concepts which
prove central to our analysis: the society of the
16" century as a civilisation organised around a court -
be it aristocratic, papal or imperial; sophistication and
refinement were a distinctive element of its cultural
policy, as it resorted to hyper-cultivated citations from
ancient times and by contemporary artists convention-
ally elevated to the rank of distinguished models.* And
Michelangelo fell undoubtedly under such category.
The imitation of Buonarroti and the “Michelangio-
lism” were problems which arose early and found their
roots in the complexity of the research carried out
by the Master as well as in the lack of a workshop or
a school, but even more so in the superhuman, divine
character acknowledged to Michelangelo’s artwork.
Since the early days, this last aspect in particular has
prompted many critics to believe that some intrinsic
reasons relating to his artistic vision prevented Buon-
arroti from training some disciples of his own. Fur-
thermore, such followers could not have aspired to
anything but becoming mediocre imitators of the vis-
ible forms and not of essence that made his art grand.

“Michelangelo stesso sapeva che qualcosa d’in-
terno alla propria arte le impediva di trasmet-
tersi per le vie normali dell'esperienza: dalla
sua arte sarebbero nati soltati goffi maestri:
ispirazione non si insegna, lispirazione simu-
lata é goffaggine””

An alleged, widespread “clumsiness” is the critical
point Paul Barolsky too insists on in his review of Te-
resa Pugliatti’s text dedicated to the artists revolving
around Daniele da Volterra:

“Pugliatti writes about a number of artists
who rose from a kind of provincial ungainli-
ness - goftezza or gofleria, as it was called in
the Renaissance - to attain, in varying degrees,
maniera or sophistication of style [...] Often we
find a certain goffezza within the maniera, un-
wittingly caricatural exaggerations of manner.
Although Mazzoni, like Daniele and Tibaldi,
can make images of remarkable finesse and wit,
aspects of his Michelangelism are also goffi.”®

The most recent critical readings are inclined to
reassess Mazzoni’s production,” hence emphasising
that his peculiar style — not free from grotesque and
sometimes puzzling aspects — should be understood
as a deliberate choice and not as representative in-
adequacy or a symptom of his frustrated inability to
represent a higher ideal. In particular, this apparent

Giulio Mazzoni and workshop,
Galleria degli Stucchi, 1552-1553,
Capodiferro-Spada Palace in Rome.
Photo: Polo Museale del Lazio -
Archivio fotografico. Under licence
from Italian Ministero per i Beni e le
Attivita Culturali

6 Paul Barolsky (review), Teresa
Pugliatti, Giulio Mazzoni e la
decorazione a Roma nella cerchia di
Daniele da Volterra, The Art Bulletin
LXVIII, June 1986, No. 2,

pp- 334-336, esp. p. 335.

7 Roberto Cannata, Novita su
Giulio Mazzoni, Leonardo Sormani,
Tommaso del Bosco e Siciolante da
Sermoneta, Bollettino darte LXXVI,
1991, No. 70, pp. 87-104, esp. p. 95:
“si tratta di un artista meritevole di
una diversa valutazione critica, una
volta acquisita la consapevolezza
dellequivoco che circonda larte del
piacentino confusa con quella di
seguaci o collaboratori meno dotati
o0 almeno nel migliore dei casi con
qualita artistiche specifiche differenti
dalle sue”
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8 Paul Barolsky, Infinite Jest: Wit and
Humor in Italian Renaissance Art,
Columbia - London 1978, p. 101.

9 Giulio Ferroni, Ironia e parodia,
in: Idem, II comico: forme e
situazioni, Catania 2012, pp. 97-109.
10 Franco Musarra, “Lantiqua
damigella’, dell’ironia nell Orlando
Furioso, Firenze 2013, pp. 30-31.
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“clumsiness” derives from a stylistic syncretism re-
sulting from Mazzoni’s complex education: on the
one hand the Raphael and Vasari’s heritage and on
the other hand the Emilian tradition. Therefore, it
could be interpreted as the result of a precise aesthet-
ic attitude characterised by irony.

The concept of irony as interpretative category
has been long investigated by literary studies. As far
as the 16™ century is concerned, some critics mainly
highlight its crucial role in the development of Orlan-
do Furioso by Ludovico Ariosto. As noted by Barol-
sky, the art world has not paid enough attention to it:

“The wit and humour in sixteenth-century art
has been noted by various writers but has not
been the topic of sustained discussion. In some
recent writing, the humour of the mannerists is
acknowledged, but only in a cursory way”®

If we want to use the definition that literary analy-
sis provided for irony, we should first point out that it
aims at targeting the general linguistic structure and
not a single piece, as parody does. Irony is exercised
by seizing other artists’ general patterns for expres-
sive codes, then manipulating and stressing them and
hence attacking their basic ideological and behav-
ioural values. Moreover, elusiveness is one of its dis-
tinctive features, which makes it completely absurd
for anyone to claim to be able to get to a univocal
decoding: irony can never be prevented from flow-
ing in parallel along the double track of those who
cannot understand and those who can understand.
Hence, it relies on mechanisms such as transfer, poly-
semy, simulation and dissimulation, and sometimes
even denial®

Just as in Ariosto’s poems, such recourse to irony
“nasce proprio dal desiderio di selezionare tramite la
sua azione i lettori, separando quelli capaci di capirla
da quelli che si abbandonano pit 0 meno passivamente
al fascino della parola poetica”’'® The same aim can be
found in the rich decoration of Capodiferro-Spada
Palace (1550 - around 1553), for which the role of
Giulio Mazzoni as designer and leader of the works
carried out by large teams of artists seems to be well
established. The complex iconographic programme
interpreted by Lionello Neppi from a Neoplatonic
viewpoint unfolds along the walls and ceilings of

the rooms on the piano nobile." However, it is the
so-called Galleria degli Stucchi which represents its
creative apex. As a matter of fact, this room is em-
bellished with a highly refined decoration which cre-
ates an elegant illusion of techniques and materials
through the continuous contrast of protruding all-
round sculptures, white and gold stucco reliefs and
paintings deceptively represented as quadri riportati.
Critics have highlighted the continuity between this
decoration and a series of Roman experiences de-
scending from - and further elaborating - the ceiling
of the Sistine Chapel. Yet, an exhaustive stylistic anal-
ysis of Mazzoni’s stuccoes cannot be provided with-
out taking due account of a crucial precedent, i.e. the
Sala Regia. In this hall the eclectic artwork by Perin
del Vaga and Daniele da Volterra’s “Michelangiolism”
meet and are cleverly blended. A second, valid ref-
erence point strongly advocated by scholars is the
sumptuous stucco and painting cycle adorning some
rooms in the Francis I's Palace of Fontainebleau, re-
alised by Italian and French workers at first led by
Rosso Fiorentino (1530 to 1540) and after his death
by the Emilian Francesco Primaticcio and Nicolo
dell’Abate.

It is difficult to clearly establish the ties between
Giulio Mazzoni and the French castle: what is known
for sure is that Cardinal Girolamo Capodiferro — who
commissioned the Galleria degli Stucchi - had so-
journed several times at the court of Francis I. How-
ever, no evidence proves that he employed plasterers
with Bellifontian backgrounds. Most probably, Maz-
zoni became acquainted with the works by Rosso and
Primaticcio through the intense circulation of draw-
ings, prints and engravings.”® Though French crea-
tions were soon appreciated in Italy and Primaticcio
himself travelled to Rome as frequently as to cities in
the Po valley,* I believe it is more appropriate to agree
with Nicolas Cordon’s remarks: “cette corrélation té-
moigne plus d’une réflexion commune sur les possibili-
tés apportées par le stuc que dun rapport d’influence’'

Mazzoni’s research is virtuosically exposed in
the Galleria degli Stucchi and it should therefore
be interpreted as a personal response to a series of
aesthetic matters affecting the Roman and interna-
tional cultural circles. Cordon himself pointed out
how the complex decoration of Capodiferro Palace
can be fully understood only if inserted into a debate

11 Lionello Neppi, Palazzo Spada,

Roma 1975.

12 Le Roi et lartiste. Fragois ler et
Rosso Fiorentino (exh. cat.), Chateau

de Fontainebleau 2013.
13 Henri Zerner, Ecole de

1"0r1mincb/cau;grm'urcs, Paris 1969.

14 Vittoria Romani, Primaticcio,

Tibaldi e la questione delle “cose del

cielo”, Padova 1997.

15 Nicolas Cordon, Stuc et ornement

dans les décors italiens du XVIe
siécle: le cas de la Galleria degli
Stucchi du palais Capodiferro

a Rome, in: Ralph Dekoninck —

Caroline Heering — Michel Lefftz
(eds.), Questions dornements. X V¢ -

XVIIF siécles, Turnout 2013,
pp. 212-220, esp. p. 219, N. 4.
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16 Idem, Giulio Mazzoni et les
débats sur 'art dans la cercle de
Farnése, Artltalies XXI, 2015,

pp. 6-15.

17 Fredrika Herman Jacobs, Aretino
and Michelangelo, Dolce and Titian:
Femmina, Masculo, Grazia,

The Art Bulletin LXXXII, 2000,
No.1, pp. 51-67. - Mary Pardo,
Artifice as Seduction in Titian,

in: James Grantham Turner (ed.),
Sexuality and Gender in Early
Modern Europe, Institutions, Texts,
Images, Cambridge 1993, pp. 55-89.
18 Claudio Strinati, La scultura

a Roma nel Cinquecento, in: Idem
- Daniela Gallavotti Cavallero -
Fabrizio d’Amico, Storia di Roma.
Larte in Roma nel secolo XVI.

La pittura e la scultura, Bologna
1992, pp: 299-432, esp. p. 382.

19 Francesco Arcangeli,
Introduzione, in: Natura ed
espressione nell’arte bolognese-
emiliana (exh. cat.), VIII Mostra
Biennale dArte Antica Bologna
1970, 17-62, esp. p. 58.
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on the comparison of the arts (Paragone delle Arti) —
a thorny issue, as is known, rekindled in the middle of
the century by Benedetto Varchi.' The significance of
Mazzoni’s operation within such discussion is indeed
confirmed by the fictitious ambiguity of his artistic
production, which is designed to confuse the observ-
ers’ eyes making them unable to gather at first glance
the subject, the technique and the intertwined refer-
ences to ancient and contemporary masterpieces.

Some articles argue that the comparison between
Michelangelo’s sculpture and Titian’s painting (Ve-
cellio worked in Rome for Pope Paul ITI from 1545 to
1546) established in Farnese circles and already not-
ed by Vasari should be further elaborated.”” It should
include a broader reflection aimed at developing an
innovative concept of grazia that could link the physi-
cal attributes of both female and male gender through
“una certa avvertita dissimulazione”, as Baldassarre
Castiglione calls it in The Courtier. This recalls the
idea of a shrewd and subtle link among different ele-
ments implemented in order to intensify the mean-
ing of the artwork and consequently the spectator’s
appreciation. Cardinal Capodiferro was a member
of the Farnese circle: this certainly made him a wit-
ness of such educated disquisitions, prompting him
to entrust Mazzoni with the creation of a decoration
closely connected to “la nuova idea della dimora nobi-
le [...] intesa quale luogo di contemplazione colta di un
patrimonio di dottrine complesse, esplicitabili soltanto
a determinati livelli di consapevolezza”*®

Mazzoni staged a sensory stimulation - stucco
nudes vivified through an amazing variety of attitudes
and expressionistic facial characterisation - and ma-
licious combinations of identity and gender - in the
frame The Death of Adonis the naked body of Venus is
inspired by the Apollo Belvedere, whereas Adonis” pose
comes from the masculine protagonist of the painting
Venus and Cupid housed in the Galleria del’Accademia
in Florence. He resorted to a distinct ironic touch, for-
mally obtained through the skilful fusion of forms
inherited from Raphael and Michelangelo (as it had
been progressively defined in Perino and Daniele’s
researches), as well as a certain sensitivity or sensual-
ity typical of the Emilian art. In fact, we are used to
describe Emilian art as characterized by “un legame
piut direttamente viscerale al corpo come oggetto fisica-
mente gravante, al sentimento come estroversione’,”

insisting on a direct relationship with reality and “sul
senso di uno spazio inteso come densa corposita, sulla
forza del sentimento e il raptus della fantasia”® In
particular, the two major interpreters of the Emilian
Cinquecento, Correggio and Parmigianino, taught
Mazzoni how to create “un’intensa partecipazione
dei protagonisti ai fatti narrati favorendo lo stabilir-
si di un’innovativa relazione emozionale fra figure
e riguardante”? a technique he could then exploit to
please his erudite public.

In conclusion, Mazzoni played a protagonist role
in the linguistic experimentation developing in Rome
in the third quarter of the 16" century and which had
its foundations in the union of “istanze formali di ra-
dice michelangiolesca, nordica, e di maniera emiliana
[...] espresse, [...] nella cappellina di S. Maria degli
Angeli, [...] nella cappella Sistina e su alcuni muri del
Gonfalone”? i.e. the places where Matteo da Lecce,
Domenico da Modena and Heinrich van der Broek
were active. Also thanks to Jacopo Bertoja’s person-
ality and artwork, this heritage was passed down to
Bartholoméus Spranger, Hendrick Goltzius, Joachim
Anthonisz Wtewael and to many further interpreters
of what is defined as Court Mannerism or Interna-
tional Mannerism.”

20 Giuliano Briganti, La natura
lombarda, le idee romane, i demoni
etruschi e l'antico, nella pittura
emiliana del Cinquecento e del
Seicento, in: Nell’eta di Correggio

e dei Carracci (exh. cat.), Pinacoteca
Nazionale Bologna 1986,

pp. XV-XXXII, esp. p. XV.

21 Giancarla Periti, Nota sulla
“maniera moderna” di Correggio

a Parma, in: Lucia Fornari Schianchi
(ed.), Parmigianino e il manierismo
europeo. Atti del convegno
internazionale di studi, Parma 2002,
pp- 298-303, esp. p. 298.

22 Fabrizio D’Amico, Una singolare
congiuntura di Michelangiolismo
“fuori tempo’, in Storia di Roma (see
note 18), pp. 211-220,

esp. pp. 219-220.

23 Bert W. Meijer, Parma e Bruxelles.
Committenze e collezionismo

farnesiani alle due corti, Milano

1988, esp. p. 46. — Oberhuber (see
note 4), esp. pp. 137-139.
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Resumé

EMILIANSKY MANYRISMUS A PROVOKATIVNI IRONIE: NOVE ZDROJE
PRO UMELECKY ROZVOJ PO VYPLENENT RiMmA?

188

Claudio Strinati se pfi analyze umélecké tvor-
by Giulia Mazzoniho ptd po moznosti rekonstruk-
ce figurativniho a spolecenského prostiedi, které se
v Rimé objevilo v poloving 16. stoleti. V rdmci néj
se umélci snazili dosahnout ,,souhrnného zhodnoce-
ni Michelangelova svéta“. Michelangelova umélecka
tvorba zlstala nezpochybnitelnym exemplem, ale
néktefi umélci zpochybnovali jeho novoplatonsky
idedl a odvolavali se na jiné umélecké tradice, zejmé-
na Emilie-Romagni: studiem Correggia a Parmigia-
nina a jejich obohacenim o mezindrodni zkugenosti
Primaticcia ¢i Niccola dell’Abate se skupina umélci
snazila rozvinout novou linii studia a tvorby, kterd by
byla konsistentni s politickou a socidlni situaci Rima
po jeho vyplenéni. Proto by mohly byt tyto umélecké
zkuSenosti interpretovany jako vysledek precizniho
estetického pristupu charakterizovaného ironii.

AN EPILOGUE FOR GIULIO ROMANO:

THE FRUCTUS BELLI TAPESTRIES

Diana Urriagli Serrano

The design of tapestries at Raphael’s workshop was
a fact of importance for the allantica style at Giulio
Romano’s workshop in Mantua from c. 1529 until the
death of Federico Gonzaga in 1540.' As the historio-
graphy has noted, the antiquarian legacy had a criti-
cal evolution derived either from the visits of the em-
peror Charles V to the Mantuan court in 1530 and
in 1532,? the investiture of Federico Gonzaga as the
first duke of Mantua, and the imperial triumphal jour-
ney through Italy after the campaign of Tunis in 1535,
which entailed a number of designs for the ephemeral
paraphernalia of these festivities.” In the style and sub-
jects of the decorative programmes in the Palazzo Te
and in the Palazzo Ducale — from the Camera dei Gigan-
ti to the Gabinetto dei Cesari,* the last decorative com-
mission before Federico Gonzaga passed away — is char-
acteristic its monumentality, similar to the fa grande, in
Pietro Aretino’s words,® originated from Raphael’s Acts
of the Apostles tapestries.® The traditional literary and
poetic vision on the antiquity of the first programmes
Giulio devised in Mantua gave way to an antiquarian
and historical re-enactment. A source of importance in
this process, as Oberhuber suggested, was the reusing
of the designs for the tapestries of the Deeds of Scipio
executed in Rome by Giulio Romano and Gianfranc-
esco Penni, which were eventually completed with new
models representing the Triumphal Cortege of Scipio
for the set known as the Grand Scipion commissioned
by the king Francis I of France in 1531.”

Ferrante Gonzaga commissioned the set of ta-
pestries known as the Fructus Belli c. 1544 during
the cardinal Ercole Gonzaga's regency of Mantua,?
an artistic period characterized by Giulio Romano’s
architectural and religious works, as well as the deco-
ration of his own house completed by 1544. The set
comprises eight panels depicting a realistic vision on
the consequences of wars combined with a trium-
phal tone remarked either by the armouries and the

1 Konrad Oberhuber, Giulio
Romano pittore e designatore a
Mantova, in: Konrad Oberhuber -
Sylvia Ferino, Giulio Romano (exh.
cat.), Milano 1989, pp. 160, 163-164.
Thomas P. Campbell (ed.),
Tapestry in the Renaissance, Art and
Magnificence (exh. cat.), New York
2002, pp. 341-363.
2 Frederick Hartt, Giulio Romano,
New York 1981, p. 147. - Sylvia
Ferino Padgen - Konrad Oberhuber
(eds.) Fiirstenhife der Renaissance.
Giulio Romano und die Klassische
Tradition (exh. cat.), Vienna 1989,
pp. 134sq.
3 A brief account of sources in Hartt
(see note 2), pp. 269-263.
4 A comprehensive account in Egon
Verheyen, The palazzo del Te in
Mantua. Images of Love and Politics,
Baltimore - London 1977,
pp. 24-38, 5053,
5 Pietro Aretino, Lettere I (ed. Paolo
Procaccioli), Roma 1997, No. 84,
p. 145. - Fernando Checa Cremades,
Tiziano y las cortes del Renacimiento,
Madrid 2013, pp. 54-55.
6 For the Acts of the Apostles the
study of John K. Shearman, Raphael’s
Cartoons in the Collection of Her
Majesty the Queen, and the tapestries

for the Sistine Chapel, London 1972.

7 Oberhuber (see note 1).

- Emmanuel d’Astier de la Vigerie,
La belle tapisserye du Roy (1532-
1797) et les tentures de Scipion
I'Africain, Paris 1907. - Frederick
Hartt (see note 2), pp. 227-231.

- Bertrand Jestaz - Rosalind Bacou
(exh. cat.), Jules Romain. L'Histoire
de Scipion, Paris 1978.

8 The original eight-piece set was in
the Gonzaga collections from 1547
until 1709. The Triumphal Cortege,
with its original borders, at the
Musées Royaux d’Art et d’Histoire in
Brussels; The Artillery, The Battlefield
and the central fragments of The
Reward and Punishment at the
Edward
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