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Art and Its Geographies: Configuring
Schools of Art in Europe (1550-1815)

Ingrid R. Vermeulen

Abstract

The introduction to this edited collection traces the emergence of the notion
of a school in artistic discourse, and the manifold ways in which it shaped our
understanding of the geography of European art during the early modern period.
It argues that the notion of a school was fundamentally unstable because it
comprised heterogeneous definitions, was employed in a variety of media, and
sparked competitive debate regarding the hierarchy of art and artists. Thus, this
notion established a pluriform panorama of both distinct and interconnected
artistic traditions within European art. Such a variegated panorama contrasts
markedly with the essentialising fixations of the national school—including
its nationalistic and racist excesses—which predominated during the modern
period.

Keywords: schools of art, Europe, geography of art, conceptualisation, mediation,

connoisseurship

Globalisation is accompanied by increasing fascination in the field of art history
with the study of artistic relations across the world. Although the geographical

scope of such studies may be articulated by a translocal, transnational, or global
outlook on the art world, these studies all emerge from a shared interest. They
ground the understanding of art in terms of the mobility, exchange, transfer, mixing,
networks, diffusion, mediation, or circulation of artists and artworks, as well as

of artistic ideas and materials. Moreover, they are conducted in a variety of art
historical domains, including art production, literature, travel, the art market,
collecting, and museums.'

1

DaCosta Kaufmann 2015 (2017).

Vermeulen, LR. (ed.), Art and Its Geographies: Configuring Schools of Art in Europe (1550-1815). Amsterdam:
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This fascination with global artistic phenomena in the modern era has pro-
duced critiques of nationalist and racist accounts of art history, which are often
rooted in the notion of a ‘national school of art’. The close association between
schools of art and nations resulted from a belief that the crucial characteristics
of artworks from a given school were inextricably tied to the essential nature of
a people. The conviction that artistic production is determined not so much by
individual artists but by their national origins—and, conversely, that works of
art are the ultimate expression of the genius of a nation—Ilaid the foundations
for the thesis of the hereditary persistence of national styles in the history
of art. The essentially exclusionary nature of these accounts played a role in
national socialism, and it subsequently became a point of criticism among
post-colonialists.?

The present edited collection aims to revisit the notion of the school of art.
It traces the emergence of the notion in the European art world and gauges its
contribution to the geographical understanding of European art from about
1550 to 1815. Instead of restating the essentialist features of the notion of the
school of art, it highlights the fundamental instability of the concept. As will
be argued, such instability resulted from the various meanings that the con-
cept accumulated over time. Further, because schools were not self-evident
components of the art world, they were shaped and promoted for different
reasons through a wide range of artistic and visual media in the context of
art academies, art literature, collections of drawings, prints, and paintings,
art markets, and picture galleries. Moreover, the school perspective on art
engendered widespread controversies about the prominence of certain groups
of artworks and artists in Europe.

This study seeks to avoid the anachronistic projection of the modern national
school backwards in time and the teleological assumption that the early modern
notion of a school of art must necessarily have evolved into the modern one. In
early modernity, the notion was indeed open to adaptation and debate. This was
because it was not yet fixed within modern nationalist frameworks of art, which
were shaped by the nineteenth-century nation-state and its cultural institutions,
including the museum, the university, and the discipline of art history. Instead of
rehabilitating the notion of the school for the purposes of present-day art history,
this study is ultimately intended to draw attention to the notion as a historical
phenomenon in order to reflect on some of today’s concerns about intersections
of art and geography.

2 Michaud; DaCosta Kaufmann 2004, pp. 17—-67; Locher, pp. 439—449. See also De Jongh in Grijzenhout,
Pp- 142—-161.



ART AND ITS GEOGRAPHIES: CONFIGURING SCHOOLS OF ART IN EUROPE (1550-1815)
Early Modern Definitions and Demarcations

The classical notion of a school was first applied to the visual arts in the sixteenth
century: Its subsequent semantic accumulation, geographical expansion, and competi-
tive impact can be illustrated by several prominent examples from early modern art
literature. In his Vite (1550, 1568), Giorgio Vasari (1511-1574) used the notion primarily to
denote the school of an artist and his pupils (as in the school of Nicola (1220/25-before
1284) and Giovanni Pisano (1245/50—before 1319) or the school of Raphael (1483-1520)),
but he did not use it to indicate the different kinds of painting he found in Venice
and Rome.* Not until the seventeenth century did it become more common to associ-
ate schools with cities, regions, and countries. For example, Carlo Cesare Malvasia
(1616—1693) conceptualised and claimed a place for the school of Bolognese painters
in his Felsina pittrice (1678).5 Subsequently, the insights of Vasari, Malvasia, and other
scholars fed into the art connoisseurship of Roger de Piles (1635-1709). In addition to
insisting on a French school, his overview of European art was particularly aimed
at systematically arranging schools according to the shared style of groups of artists
and associating them with what he termed the ‘taste of nations’®

The notion of a school of art was construed in other ways as well. When Bainbrigg
Buckeridge (1668-1733) argued for the existence of an English school in his transla-
tion of De Piles’ work, he did so largely on the basis of a group of widely dispersed
artists who had been active in England, regardless of whether they came from the
Low Countries, Italy, Switzerland, or elsewhere.” Alternatively, in his rebuttal of
Arnold Houbraken’s (1660-1719) survey of Netherlandish painters, Christian Ludwig
von Hagedorn (1712—1780) highlighted the birthplaces of artists in the German Holy
Roman Empire to lay claim to a German school, which comprised the scattered
artists Van Eyck, Peter Paul Rubens (1577-1640), Adriaen van Ostade (1610-1685),
Gerard de Lairesse (1640-1711), and Andrea Pozzo (1642-1709).% Furthermore, the

3 Inclassical antiquity, the notion of a school signified a group of people consisting of a teacher and pupils
and, increasingly, also their place of learning or institution of gathering. However, it did not refer to visual artists
or artistic styles. Pfisterer, pp. 402—403. For the relationship between the notion of a school of art and Pliny’s
genera of Greek styles, see also the essays of Oy-Marra and Prosperi Valenti Rodino in this edited collection.
4  Occasionally, Vasari also used the term ‘school’ for places of learning, including the garden of Lorenzo
de’ Medici (1492-1519), the courtyard of the Scalzo painted by Andrea del Sarto, and the city of Rome.
Vasari, I, pp. 351 (Pisano), 628 (Medici), 696 (Sarto), 895 (Rome), 971 (Raphael); I, 805 (Venice-Rome).

5 Inseveral passages, he compares the Bolognese school to those of Florence, Rome, Lombardy, Venice,
and France. Malvasia, I, Prefazione (unpaginated), pp. 63,133, 491; II, p. 309; Bologna, pp. 135-136; Bonfait,
p-398.

6 Piles1699. See also the essay by Vermeulen in this edited collection.

7  Buckeridge, pp. 398—480; Hoock, pp. 67-79, esp. 68.

8 Van Mander, Sandrart, and Houbraken did not organise their compendia of artists’ biographies
according to schools, but instead emphasised the national origins of artists in sections devoted to the

13
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notion of a school of art was combined with the ideas of Johann Joachim Winckel-
mann (1717-1768) about art as the essential expression of nations in art historical
overviews compiled by Luigi Lanzi (1732—-1810), Jean-Baptiste-Louis-Georges Séroux
d’Agincourt (1730-1814), and Johann Dominikus Fiorillo (1748-1821) around 1800.9

Although the ‘school’ thus became an accepted part of the understanding of
European art, it was far from a stable concept. Based on early modern art literature,
the following discussion aims to trace the definitions of the notion of a school of
art and to demarcate the playing field in which it was used. This field entails the
range of circulating definitions of the notion, its geographical dissemination, and
some of the parameters of the debates that it provoked about the hierarchy of art
and artists in Europe.

Definitions of the notion of a school of art appeared in art treatises, dictionaries,
and encyclopaedias published in France, England, the German Holy Roman Empire,
the Dutch Republic, and the Italian peninsula from around 1700. According to Louis
de Jaucourt (1704-1780) and Jean le Rond d’Alembert (1717-1783) in the Encyclopédie
(1751-1780), a ‘school’ basically was both a series of painters and a ‘class’ of painting,
which comprised knowledge of the lives of artists and the connoisseurship of
artworks. Moreover, as a ‘class’, it was a key tool for the systematic arrangement
of European art, which ran parallel to the classification of objects in the natural
sciences.'’

Art literature also distinguished various, sometimes overlapping, meanings of
the notion of a school of art. First, a school was understood as a place of artistic
learning. It denoted the workshop or studio of a celebrated artist who educated
assistants, pupils, the pupils of pupils, and followers. A school was also understood
to comprise art academies, which had been established since the sixteenth century
as sites of instruction for artists. Second, schools were linked to cities, regions, or
countries. Artists and artworks originating in these places, as well as those from
elsewhere, were able to contribute to their reputation and glory. In some cases,
schools of this kind were also associated with art academies in these places, but not
necessarily. The idea of a school could even precede and foster the foundation of
academies, as was the case with the Accademia Clementina in Bologna and the Royal
Academy of Arts in London." A third understanding equated schools to manners

lives of Netherlandish and German painters. See also the essay by Osnabrugge in this edited collection
and Vermeulen 2020, pp. 403—406.

9 Winckelmann did not organise his Geschichte der Kunst des Altherthums (1764) according to schools,
but according to peoples or nations. Lanzi, I, pp. ix—x; Séroux, II, pp. 86—87,128-129; Fiorillo, I, pp. v—xix.
10 The notion of the school of art referred to the field of painting, as well as to the fine arts in the broader
sense. For example, compare Furetiére 1702, I, p. 804 (‘Escole, se dit en Peinture’); Jaucourt, V, pp. 314
(‘Ecole (Peint.)’), 333—335 (‘Ecole dans les beaux Arts’); Meijers, pp. 104-124.

11 Bonfait, pp. 395—400; Hoock, pp. 67—-79.
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or styles of artists’ groups, which assumed shared or affiliated artistic practices
that could be observed in the visual appearance of artworks. These schools were
often characterised by generalised discussions of the parts of painting (e.g. design,
colour, expression, composition) that formed a vital component of the produc-
tion, theory, and connoisseurship of art. Fourth, the nature of schools was further
explained by the taste, character, or genius of nations, including the circumstances
of climate and commerce. Only at the very end of the eighteenth century was the
loose association between school and nation united in the compound formulation
of the ‘national school’."?

Geographically, the notion of a school of art emerged on the Italian peninsula
and spread from there to various parts of Europe. In its circulation, there was no
division between the north and the south or the east and the west of Europe. From
1550 to 1815, the period covered in this book, the total range of identified schools
was subject to expansion and revision, yet this range would never cover the entire
continent and would instead remain confined to a limited part of Europe. Giovanni
Battista Agucchi (1570-1632), who is regarded as one of the first to define European
art according to schools at the beginning of the seventeenth century, distinguished
the following: the Roman school, the Venetian school, the Lombard school, and
the Tuscan school. He further noted that Germany, Flanders, and France had
many famous artists.”> More than a century later, De Jaucourt still distinguished
the same range of places, but he referred to all of them as schools and broke down
Germany and Flanders into the German, Flemish, and Dutch schools.’* In the
second half of the eighteenth century, some believed that a substantial number
of these schools had declined, and some refined the existing range of schools by
further distinguishing Bolognese, Genoese, Neapolitan, and so on, while others
spotted new players, including English, Swiss, and Spanish, as well as Danish,
Swedish, Russian, and Polish.> Not all artistic activity was automatically termed
a school (e.g. when artistic activity was considered premature or comprised an
isolated number of artists). For instance, German and English art and artists were
not easily recognised as schools.’®

12 Furetiere 1690, I, unpaginated; Furetiere 1702, I, p. 804; Richardson, II, pp. 77-80; Chambers, II,
unpaginated (‘School in Painting’); Jaucourt, V, pp. 314, 333-335; Sulzer, I, pp. 181, 244245, 389, 392—393,
402, 545-546; II, pp. 721, 988, 1057; Eynden; Watelet, I, pp. 35 (‘école nationale’), 210-238, 621 (‘école
nationale’); Milizia, I, pp. 245—257; Burtin, I, pp. 128-192. Just before the French Revolution, Watelet’s use
of the adjective ‘national’ in the phrase ‘national school’ cited above did not relate to the nation-state,
but to the cultural nation. Princely rulers supported the arts in various ways for the benefit of the public,
but they did not nationalise them.

13 Agucchi’s treatise was first published in 1647. Mahon, p. 246. See the essay by Oy-Marra in this volume.
14 Jaucourt, V, pp. 314-333.

15 Eynden, pp. 23, 61, 67—70; Watelet, I, p. 238; Milizia, I, p. 257; Burtin, I, pp. 137-140.

16 Walpole, I, pp. vi-vii; Sulzer, I, pp. 244-245, I1, p. 1057; Watelet, I, pp. 210, 230, 238; Milizia, I, pp. 255, 257.

15
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Reference was also made to art outside of Europe. One example was Chinese
art, which was both popular and reviled, but which did not attain the status of a
school.'” Despite the global relations established in the early modern period, the
range of identified schools did not extend to countries in Asia, Africa, or America.
Such a geography of schools of art can be explained by the formation of a hierarchy
of artistic traditions, which accepted or included some on the grounds of their
perceived artistic achievements, while rejecting or excluding others.

The geographical dispersal of a multifaceted understanding of the ‘school of
art’ in Europe was accompanied by a widespread debate about the hierarchy of art
and artists. Hagedorn referred to the contest of schools (Wettstreit der Schulen),
and many others touched upon the rivalry, competition, or jealousy involved.’® In
the quest for the prestige of participating in the European art world, this contest
not only entailed an active and often calculated use of variations of the notion of
a school of art; it also comprised the need to take a motivated position within a
debate that was evolving along the axes of patriotism versus scholarship and of
singularity versus plurality of artistic traditions.

The patriotic pride or party spirit of members of the art world served as an
important catalyst for the debate on the hierarchy of schools, resulting in a host
of opposing opinions. In the late sixteenth and seventeenth centuries, the focal
point of this debate was the Florentine or Tuscan bias of Vasari, which generated a
whole series of claims of artistic traditions in Milan, Bologna, and Naples, as well
as in the Low Countries, Germany, and France.’ During the eighteenth century,
the formulation—and, in some cases, reformulation—of schools situated the
comparison and assessment of these artistic traditions at a broad European level.*® At
that time, the centre of gravity in the debate shifted towards the prejudices of French
connoisseurs. Claims to the superiority of the French school—as distinguished by
De Piles (1699) and later defended by Jean-Baptiste de Boyer d’Argens (1704-1771)
(1752) and Ange-Laurent de La Live de Jully (1725-1779) (1764)—resulted in similar
rival claims in favour of the English, German, and Swiss schools by Buckeridge
(1706), Hagedorn (1755), and Johann Caspar Fiissli (1706-1782) (1755).2"

17 Alembert1751-1780, V, p. 334.

18 Hagedorn 1762, pp. 63—64; Lanzi, I, pp. xvi-xvii. See also Oechslin.

19 Morigiis95, Malvasia 1678, and Celano 1692, among others, in Bologna, pp. 123-132; Mander; Sandrart;
Piles 1699.

20 For example, Buckeridge, pp. 398—480; Piles 1710, which incorporated extracts from Sandrart’s lives
of High and Low German artists in the German school; Eynden, in which Van Mander’s and Houbraken’s
model of the lives of Netherlandish painters was transformed into the Dutch school. See also the essays
by Osnabrugge and Korthals Altes in this edited collection.

21  Whereas De Piles, Buckeridge, D’Argens, and La Live de Jully adopted the phrase ‘the school of art’
prominently, Hagedorn and Fiissli used it more sparingly and instead referred to German or Swiss painters.
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Acknowledged as a threat to unbiased and truthful judgment, patriotism
and partiality were challenged by another strategy for assessing schools of
art—scholarship—which took the form of art connoisseurship and art history.
The heated, opinionated debates threatened to end in a deadlock to such an
extent that truth, common opinion, and impartiality were instead proclaimed
as a means to achieve valid knowledge and judgment of art.?* In the field of art
history, around 1800, this shift sometimes even led to the suppression, but not
abolishment, of schools in favour of the idea of a general art history entailing the
continuous development or progress of art.3 Partiality and scholarship were thus
important in both subjective and objective motivations for the distinction and
assessment of schools.

The competition among schools was further marked by the conflict between
the homogeneous and heterogeneous features that were accorded to schools.
The process of the systematisation of art in Europe entailed the articulation of
distinctive traits or differences between individual schools, but it did not mute the
acknowledgement of variable traits and mutual connections among them. Several
authors cautioned against generalised school characterisations (e.g. associating
the Roman school with design, the Venetian school with colour, or the German
school with a Gothic manner). They argued that such characterisations did not take
into account the artistic changeabilities existing within and beyond schools. For
example, artists were often represented in schools based on their best works, but
this ignored the fact that their oeuvres included phases of childhood, perfection,
and decay. Furthermore, the distinctive characterisation of a school was usually
based on the style or taste of the best artists; according to some, however, such
characterisations would not be sufficiently precise if mediocre artists were also
included.** More importantly, artists and their works were shaped not only within a
school, but also through interaction with other schools because artists were mobile
and travelled to be educated, establish contacts, or find employment elsewhere.?> In
their work, artists were also encouraged to combine the parts of painting in which
predecessors of various schools had excelled. Homogeneous and heterogeneous
conceptions of schools of art were thus employed in the debate about the hierarchy
of schools in Europe.

Buckeridge, p. 397; Alembert, V, pp. 333-335; Argens; Hagedorn 1755, pp. 14-15, 158-160; Fiissli; Live de
Jully; Oechslin, pp. 389—398; Bailey, pp. 33-69.

22 Hagedorn1762, I, pp. 52—66, esp. pp. 55-56, 63—64; Eynden, pp. 6-8; Lanzi, I, pp. xvi—xviii, xxxiv-xxxvii.
23 Fiorillo, I, pp. XI-XIL; Séroux, I, p. 5 (Discours), II, pp. 86-87,128-129.

24 Alembert, V, pp. 333—334; Lanzi, I, pp. xiii—xiv.

25 Sandrart, I (Book 3, Part 2), p. 313; Piles 1699, pp. 300, 532; Houbraken, I, p. 67; Watelet, I, pp. 224—225,
230; Eynden, pp. 20-21.
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Recent Insights and Critical Gaps

Recently, scholars have discussed the notion of a school of art from a variety of
perspectives.

Art historians with an interest in globalisation, transnationalism, or geography
have identified the school of art as an important starting point for these fields of
enquiry. In a range of outstanding studies, Thomas DaCosta Kaufmann has considered
the place of art within a global art history and has analysed its complex, geographical
characteristics in terms of dissemination, diffusion, exchange, mobility, transfer,
circulation, and mediation.?® In Toward a Geography of Art (2004), he briefly examines
the notion of a school of art in a section devoted to the historiography of artistic
geography. He argues that this notion became combined with theories about national
character, climate, and style, and developed into a standard form of art historical
categorisation during the early modern period. Subsequently, the ‘school of art’
prompted nationalist and racialist accounts of art history in the modern period.*?
In a study devoted to the relationship between art history and racialism, entitled
Barbarian Invasions: A Genealogy of the History of Art (2019), Michaud has similarly
argued that the links established between the notion of a school of art and the taste
of nations in the early modern period slowly contributed to a theory of the hereditary
transmission of styles, which became a hallmark of a racialised art history in the
modern period.?® Both authors place the notion of a school of art in the context of
the essentialising emphases of modern nationalist and racialist art history, which
form a sharp contrast with today’s relational dynamism of global art studies. In such
a context, the original instability of the notion of a school of art is easily overlooked.

Another branch of art historical enquiry, which is concerned with the reassess-
ment of national art histories, also evokes the school of art. The edited volume
Art History and Visual Studies in Europe: Transnational Discourses and National
Frameworks (2012) problematises the national paradigm within the modern and
contemporary discipline of art history. As does Matthew Rampley, it recognises,
that ‘the division of art into national “schools” became fixed at an early stage in
the history of the discipline.”® Many scholars acknowledge the national school as

26 These studies were often also conceived in cooperation with other scholars, such as Elizabeth Pilliod,
Michael North, Catherine Dossin, and Béatrice Joyeux-Prunel. DaCosta Kaufmann 2004, 2005, 2014,
and 2015 (2017). To these, many others can be added, for instance North 2009 and Gludovatz. For global
approaches to the study of Netherlandish art, see Weststeijn and North 2021.

27 DaCosta Kaufmann 2004, pp. 17-104, esp. pp. 30-32.

28 Michaud, pp. 15-48, esp. p. 16.

29 Rampley, pp. 231-246, esp. p. 233. Poulot described in the same edited volume how the division of
painting into schools gradually became dominant in museums from the late eighteenth century. Rampley,

PP- 197—215, esp. p. 200.
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the foundation of national art histories, which they re-evaluate from historical,
political, economic, geographical, or historiographical perspectives. Ferdinando
Bologna performs this type of study for Italian art, Hans Belting for German art,
Eddy de Jongh for Dutch art, Colin Bailey and Elisabeth Décultot for French art, Hans
Vlieghe for Flemish art, Mark Cheetham for English art, and Rosalind Blakesley for
Russian art.3° In these studies, the notion of the national school seems to give way
to that of national art, because its association with narrow, nationalist accounts is
evaded in favour of more porously defined, national art histories. In this way the
school notion is equally reduced to a fixed meaning—the national school—which
tends to ignore the historical changeability of the notion of a school of art.
Museum historians relate the appearance of displays based on schools of art in
royal or imperial picture galleries to epistemological developments, the emergence
of ‘the public’, and the process of nation-building, which informed the rise of the
public art museum in the transition from the early modern to the modern period.
Debora Meijers and Andrew McClellan have studied this new form of display in the
context of the Habsburg Picture Gallery in Vienna and the Louvre in Paris. They
analyse it as a form of scholarly classification of the art of painting (analogous to the
classification of the natural world) and as a technique for proclaiming the ideals of
the Enlightenment and budding national identities.3' Displays of schools of art have
subsequently been acknowledged as an important factor in the history of national
museums.3* Although museums are often studied from national perspectives,
the idea of the museum as a transnational phenomenon in European and global
contexts has been embraced recently:33 Alternatively, Gabriele Bickendorfhas traced
the success of the schools of art displays in the Habsburg Picture Gallery and the
Musée Napoléon back to early modern traditions of art connoisseurship, collecting
on paper, and illustrated books, in particular Pierre Crozat’s (1665-1740) Recueil
d’estampes (1729—-1742)3* Such analyses point out the relevance of the notion of the
school of art to the museum context, but do not address the adoption of the notion
in an increasing variety of media that shaped the early modern European art world.
Studies concentrating on the notion of the school of art can be found primarily in
the entries of lexica and dictionaries, as well as in several important publications.
Most of these works apply a conceptual-historical approach to the historiography
of art from classical antiquity to the twentieth century. Some entries are largely
framed by their respective national historiographies of art, while others provide

30 Bologna; Belting 1998, pp. 37—38; Vlieghe, pp. 187—200; De Jongh in Grijzenhout, pp. 142-161; Bailey,
pp- 15-32; Décultot, pp. 137-149; Cheetham, pp. 8—9, 15-81; Blakesley.

31 Meijers; McClellan.

32 Bergvelt; Poulot, pp. 89—118; Knell.

33 Pommier; Gaehtgens, pp. 137-162; Bergvelt; Paul, pp. vii—xxi; Meyer; Knell; Pomian 2020-2022.

34 Bickendorf, pp. 33-52.
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clues for international comparison (e.g. the adoption of the term in different
European languages, shared theories of climate, and the international scope of
the art market).3> The conference proceedings edited by Christine Peltre and
Philippe Lorentz are devoted entirely to the notion of the school of art, focusing
on the investigation and deconstruction of the notion as part of the historiography
of art and bringing together case studies (mostly from France and adjacent areas)
in sections devoted to style, historiography, and geography.3®

The present volume problematises the picture that emerges from this scholarship.
First, the contrast which has been created in recent research between transnational
and nationalist phenomena within the art world largely overlooks the inherent
instability of the notion of the school of art. The notion of the school of art is often
associated to the uniformity and essentialism of nationalist frameworks of art in
the modern period, yet heterogeneous and diverse features of the art world equally
make up the notion of the school of art since the early modern period. Second,
the historiographical bias of many studies devoted to the school of art neglects
the range of media and institutions through which the concept was shaped, com-
municated, and promoted. The notion of the school of art did not emerge only in art
literature; it was also mediated by means of prints, drawings, and paintings within
the context of academies, collections, markets, and galleries. Third, the dominant
understanding of the school of art as a modern, national phenomenon also tends
to disregard the historical continuity and transformation of the concept from the
early modern into the modern period. National frameworks surrounding schools
of art are easily and anachronistically projected backwards in time, whereas it is
actually the instability and multivalence of the concept that is a constant factor.

Approaches of Conceptualisation, Mediation, and Connoisseurship

As stated above, the primary aim of this edited collection is to trace the emergence of
the notion of the school of art in the European art world and to gauge its contribution
to the geographical understanding of European art from about 1550 to 1815. The
emergence of schools of art was certainly not merely a matter of discourse about
art, in which the conceptualisation of an artistic geography was expressed in
written or spoken words among members of the art world. In particular, the notion
of the school of art was also mediated through artworks (e.g. drawings, prints, and
paintings) that were linked to various sectors of the art world (e.g. academies, art
literature, collections, markets, and galleries). It was in this interplay between

35 Grassi, pp. 749—752; Pfisterer, pp. 402—406; Flour, pp. 88-93; Trouvé, pp. 181-189.
36 Peltre.
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the concept of the school of art and the medium or institutions through which it
was conveyed that the critical assessment of artworks, artists, and schools took
place. To explore a broader history of the notion of the school of art, this volume
combines approaches from the history of concepts, media history, and the history
of art connoisseurship.

The conceptual-historical approach entails study of semantic changes in the
concept of the school of art, which was enriched by shifting notions of art, place,
and nation. Analyses of the concept of art (especially as composed of the fine
arts) were originally addressed by Paul Oskar Kristeller and recently criticised by
James Porter37 Although these studies explore theoretical literature on the fine
arts in the early modern period, they do not address the early modern literature
on theories of art connoisseurship that embraces the notion of the school of art.38
DaCosta Kaufmann has linked the notion of the school of art to concepts of place.
His research on the geography of art relies on insights from the field of geography,
in which the physical and natural properties of the Earth are studied in relation
to human culture. In a review of the historiography of art history, he explains
how issues of place tie art to people, culture, nation, and state, as well as to school,
climate, and identity.39 Rather than associating the notion of the school of art
primarily with its essentialising manifestations in modern nationalism, however,
the present study emphasises its inherent instability and constructedness. The
phrase ‘school of art’ encompassed fluctuating groups of artists, places, styles, or
nations, or combinations of these.

Conceptions of the nation have primarily been the concern of historians of nation
and nationalism. These scholars have nevertheless failed to consider the related
idea of the school of art.4° A nation generally is a distinct group or community of
people associated by common descent, history, or language; in addition, it is usually
organised as a political state and occupies a definite territory.# Given the elusiveness
of the historical use of ‘nation’, however, Joep Leerssen has distinguished between
‘national thought’ and ‘nationalism’. The pre-nineteenth-century range of disparate
traditions of national thought—which are concerned with national character,
human temperaments, patriotism, citizenship, or variation in cultures—merged
into the political ideology of nationalism (aligning nation and state) after the French
Revolution. This merging is often regarded as a rupture rather than a continuity in
the history of the concept of the nation. Historians have also devoted attention to

37 Kristeller 1951, pp. 496—527 (PartI), and 1952, pp. 17-46 (Part II); Porter, pp. 1—24.

38 Piles1699, pp. 93106, esp. p. 95; Richardson, I, p. 147; Dezallier d’Argenville, I, pp. xv—xliv; Jaucourt,
V, p.333.

39 DaCosta Kaufmann 2004, pp. 1-13. See also DaCosta Kaufmann in Peltre, pp. 9—16.

40 Smith 1986; Leerssen; Smith 2013. See also Pomian 1990.

41 Leerssen, p.16.
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the close relationship of ‘nation’ to identity and the culturally informed competition
between the European nations.** In the present study, the history of the notion of
the school of art partly overlaps with that of the nation. At the same time, this study
highlights continuity more than rupture, as national schools of art were already
established in the early modern period and assumed nationalist connotations in
the modern period.

To remedy the limited attention paid to the various manifestations or range of
media through which the school of art was shaped and employed, a focus on media
is adopted. The case studies in this edited collection address a variety of ways in
which the notion of the school of art was communicated across artistic, visual,
and verbal media, and mediated through various institutions of art. Consequently,
they develop a historical perspective on how media and institutions were used to
communicate schools of art—a viewpoint that is less common in a scholarly field
usually devoted to new media in recent periods.** Moreover, this volume presupposes
interconnectivity between various media and institutions. Although works of
art and printed publications were familiar media in the period under discussion,
they served to substantiate schools of art within novel contexts, including the
art academy, the systematically arranged collection, the catalogue raisonné, the
illustrated book, the auction market, and the public gallery. The history presented
in this edited collection could be regarded as a process of mediatisation of the
school of art, in which the understanding of European art was transformed by the
adoption of the concept of the school of art in an increasing number of powerful
media and institutions.*

Finally, this edited collection assumes that the notion of the school of art evolved
within a critical framework provided by the field of art connoisseurship. In ad-
dition to knowledge of art, the field of connoisseurship is interested in critical
debate. The knowledge of schools formed an integral part of seventeenth- and
eighteenth-century theories of connoisseurship, which involved enquiry into
the quality, authorship, and authenticity of artworks.*> Because connoisseurship
was concerned with the judgment of what was good and what was bad in art, it
created hierarchies of artworks, artists, and schools, and it determined which
objects were to be included in or excluded from the domain of the visual arts in
Europe. Understood as the geographical location of artists, schools also helped
to establish the authorship or attribution of artworks. Furthermore, as argued by
Pascal Griener, connoisseurship comprised scientific, social, political, commercial,

42 Thiesse; Leerssen, pp. 13—102.

43 Belting 2003, pp. 161-166; Mitchell, pp. 198, 211-213; Henning.

44 Lundby, pp. 3-36. See also Vermeulen 2016, p. 235.

45 Gibson-Wood 1988, pp. 38 (Mancini), 62 (Piles), 85 (Dezallier d’Argenville), 122 (Richardson); Gibson-
Wood 2000, pp. 179—229; Smentek, pp. 115-124.
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and democratic practices.*® These practices informed a range of motivations for
artists, collectors, dealers, scholars, and beholders to evaluate schools of art. For
example, as illustrated by Werner Oechslin, connoisseurship informed patriotic
debates about the superiority of schools of art in Europe.4”

The approaches presented above are applied to the case studies assembled in
the present book. On the one hand, the case studies have been selected for their
representativeness of the European schools identified in the early modern period.
The schools discussed include those from the Italian peninsula, the Low Countries,
the German Holy Roman Empire, and France, as well as from Spain, England,
and Russia. On the other hand, the case studies have been chosen to highlight
the most important media and institutions through which schools were shaped,
communicated, and promoted in early modern Europe. Encompassing the artistic
and visual media of prints, drawings, and paintings, the notion of the school of art
was mediated through art academies, art literature, collections of drawings and
prints, the art market, and picture galleries. These media and institutions have
been used to organise the essays into different sections.

Not included in the case studies are the schools of Denmark, Hungary, or Poland,
as planned by Anton Friedrich Biisching (1724-1793) in his Entwurfeiner Geschichte
der zeichnenden schonen Kiinste (1781).48 Although Winckelmann is referred to
regularly, no case study is devoted to him; his seminal Geschichte der Kunst des
Alterthums (1764), which considers the essence of the art of nations in classical
antiquity, was understood as an art history devoted to schools only in the late
eighteenth and early nineteenth centuries.*? The scope of this volume also does
not extend to encyclopaedic or natural historical collections, which could reveal
alternative forms of systematisation and evaluation of European art and objects
within a wider global context.

The case studies fall within the period from 1550 to 1815. 1550 was the publica-
tion date of the first edition of Vasari’s Vite, which was dedicated to Cosimo I de’
Medici, Grand Duke of Tuscany (1519—-1574). That pioneering work established and
consolidated the notion of the school of art in artistic discourse, not in the least
because of its wide, enduring provocation of members of the art world to defend
artistic traditions elsewhere on the Italian peninsula and in Europe. 1815, in its
turn, marks the demise of Napoleon (1769-1821). The years between the start of
the French Revolution in 1789 and 1815 saw the rise of the national museum at the
Louvre—which was constituted in several versions—as an institution founded by

46 Griener, pp. 92—130; Michel.

47 Oechslin, pp. 375-376, 380, 387.

48 Locher, p. 215.

49 Lanzi, I, pp. ix—x. Winckelmann is considered by Brakensiek, Griener, Manikowska, and Meyer in
this edited collection.
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the nation-state and in the service of nationalist ideology. The Musée Napoleon in
the Louvre would become the primary model for national museums established
in Europe during the nineteenth century.>° Under these circumstances, the early
modern notion of the school of art was able to develop into a modern tool of na-
tionalism. The period from 1789 to 1815 has been included in the present volume
to demonstrate how the notion of the school of art continued to be unstable and
far from self-evident in the modern period.>

Presentation of the Case Studies

The section entitled ACADEMIES OF ART, CHURCHES, AND COLLECTIVE ARTISTIC
IDENTITIES considers the school of art as an institution of artistic learning, and
how it acquired wider meaning for cities, regions, or nations. Collectively in groups
or communities, artists united in art academies or associated with churches for
the sake of practical and theoretical learning, as well as to obtain patronage and
protection. In addition to elevating the status of art and artists, this assured their
role in the cultural politics of protecting rulers who aimed to promote the prestige
of states, cities, or nations. Consequently, the works that artists made in the context
of academies or churches helped to shape collective artistic identities for local,
regional, national, or supranational purposes. National artistic identities were
already being created by national churches when the first art academies were
founded and the notion of the school of art became current in artistic discourse
during the sixteenth century. SUSANNE KUBERSKY-PIREDDA considers Santa Maria
dell’Anima, the church that was rebuilt and decorated for the German nation and
in the German manner in Rome during the late fifteenth and sixteenth centuries.
MaR1A ONORI demonstrates that a collective national identity emerged among a
community of Spanish artists when they tried to establish an art academy in Rome in
1680 under the protection of the Spanish king, even though their attempt ultimately
failed. Similarly, Lupovica CAPPELLETTI argues that Mantua’s identity as a city
of the arts was shaped by the local art academy. Founded in 1752, this academy
operated within a network of academies in Milan, Rome, and Parma, which was
under the protection of rulers in Austria and later France.>* Although artists who
were affiliated with art academies are often identified by a recognisable, shared
manner or style, the essays in this section emphasise the stylistic heterogeneity

50 Pomian 2020-2022, II, pp. 11-165; Bergvelt.

51 See the essays by Godfroy-Gallardo and Racioppi in this edited collection. Pomian 2020-2022, II,
p- 65.

52 Later, in the historiography of art, Mantua would be acknowledged as a school—and as a sub-school
of Lombardy—by Lanzi. Lanzi, IV, pp. 4-25.
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of the institutions discussed.>3 Both KUBERSKY-PIREDDA and CAPPELLETTI draw
attention to the fluidity of styles and identities: the mixing of elements from northern
Europe and the Italian Renaissance in Santa Maria del’Anima, and the stylistic
diversity of the built and painted heritage of Mantua (e.g. the work of Andrea
Mantegna (1430/31-1506) and Giulio Romano (1492 or 1499-1546)), which provided
models for artists at the Mantuan academy.

The essays in the section devoted to ART LITERATURE, ARTISTS, AND TRANS-
NATIONAL IDENTITIES focus on various forms of art literature in which the notion
of the school of art both designated institutions of artistic learning and came to
be used in a broader geographical sense to denote groups of artists associated
with cities, regions, or nations. During the seventeenth century, the notion of the
school of art was used in this way on the Italian peninsula, but not as swiftly in
the Low Countries. In Italian compendia of artists’ biographies, the school of art
became a vehicle for debate about the artistic prominence of cities, especially in
reaction to Vasari's Tuscan bias in the Vite. ELISABETH OYy-MARRA addresses the
early attempt of Giovanni Battista Agucchi to distinguish four kinds of painting
on the Italian peninsula, namely the schools of Lombardy, Venice, Rome, and
Bologna. Further, she analyses Agucchi’s claim that a renewal of painting was
achieved by the school of the Carracci in Bologna, and the subsequent controversy
with Francesco Scannelli (1616-1663) and Giovan Pietro Bellori (1613-1696), who
argued for the artistic prominence of Modena and Rome, respectively. At the same
time, and in the same genre of compendia of artists’ biographies, the notion of
the school of art was used in the Low Countries only to indicate an institution of
artistic learning; the city, regional, or national school was an anachronism for this
area. Highlighting Karel van Mander (1548-1606) and Arnold Houbraken, MARIJE
OSNABRUGGE argues that they applied the origins of artists and their places of
activity as criteria for determining the artists incorporated into biographical
compendia. This approach allowed for the flexible inclusion of both native artists
and artists from abroad. In the eighteenth century, the illustrated collection
catalogue (i.e. the Galeriewerk) not only discussed schools of art in texts, but
also newly included images representing them. One example is Carl Heinrich
von Heineken’s (1707-1791) Recueil d’estampes, which illustrates paintings from
the Italian and Flemish schools in the royal picture gallery in Dresden. Ewa
MAaNIKOWSKA discusses how, in the quest for exact reproductive prints for this
monumental work, a cosmopolitan group of German, Italian, and French migrant
artists was attracted to Dresden. They defined their artistic identities according
to their painting schools of origin, and they heterogeneously interpreted painting
styles for their reproductive prints.

53 Goldstein; Barzman.
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The section entitled DRAWINGS, CONNOISSEURSHIP, AND GEOGRAPHY comprises
essays that discuss collections of drawings. Such collections substantially increased
the visual understanding of schools of art and contributed to the development of
art connoisseurship in the second half of the seventeenth century. Drawings were
believed to exemplify the first ideas of artists in the process of creating works of
art, thus forming the foundation of a range of art forms. They were also regarded as
visually exemplifying the style of artists, as well as their affinities and genealogies
within and beyond schools.5* In collections, drawings were usually stored in albums
or portfolios. SIMONETTA PROSPERI VALENTI RODINO discusses the drawing albums
compiled by Sebastiano Resta (1635-1714). One example is the Galleria portatile
(‘Portable Gallery’), in which schools were illustrated innovatively by drawings
and explained by alberelli, which resembled genealogical trees and which linked
artists, styles, and influences. From Filippo Baldinucci’s (1624-1696) personal
collection of drawing albums, FEDERICA MANCINTI focuses on drawings by Genoese
artists, who were situated within various heterogeneous artists’ groups that were
active in Rome, Florence, and Naples. These albums also highlight Baldinucci’s
connoisseurship of visual affinities through stylistic connections and continui-
ties. In the case studies presented here, collectors often assembled drawings in
conjunction with the writing or study of art literature, thereby following Vasari’s
well-known Libro de’ disegni, which was compiled in conjunction with the Vite.
Because Vasari was particularly a lightning rod for competition among schools,
drawing collectors also became receptive to rivalry between schools. PROSPERI
VALENTI RODINO explains that Resta projected schools into Vasari’s evolutionary
conception of Italian art from the fourteenth to the seventeenth century and
explored new anti-Vasarian insights about the Lombard, Neapolitan, Venetian,
and Bolognese schools and their mutual connections. Analysing the increasingly
popular medium of reproductive prints after drawings in the eighteenth century,
SARAH W. MALLORY discusses Arthur Pond’s (1705-1758) Prints in Imitation of
Drawings (1734—1736), a set of reproductive prints after Italian drawings. She
argues that the English printmaker aimed to demonstrate his ability to equal the
artistic achievements of Italian art, but that he also sought to elevate English art
within a European context.

The two essays in the section that considers TASTE AND GENIUS OF NATIONS
concentrate on the art theorist and diplomat Roger de Piles. He made a persuasive
comparison between the school of art and national character, thus reinforcing the
widespread belief that nations possessed distinct character traits, including the taste
and genius for art.5 This comparison was furthermore supported by his conviction

54 Baker; Vermeulen 2010, pp. 91-176; Forlani Tempesti.
55 Fornational character, see Leerssen, pp. 52—70.
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that art had an impact on the public and civilisation. INGRID R. VERMEULEN argues
that De Piles’ link between the taste of nations and schools of art was informed by
his diplomatic experiences under Louis XIV, King of France (1638-1715), in which
knowledge about the esprit or character of nations was vital. De Piles’ systematic
presentation of schools of art and the taste of Europe’s nations in the Abregé (1699)
propounded both differences and interconnections between schools, while claiming
a place for the French school of art. PASCAL GRIENER explains that De Piles’ idea
of national taste helped to generate new insights about artistic masterpieces as
representations of important periods from the past (e.g. Raphael’s School of Athens
as a symbol of the Renaissance) and about geniuses as creators of great civilisations.
Thus, De Piles’ notion of the taste of nations supported increasingly subversive
discussions in which a nation’s rise to perfection was no longer attributed to the
king, but to artists with genuine talent.

The section focused on PRINTS, COLLECTING, AND CLASSIFICATION features
collections of prints, which became an important means of visually communicating
schools of art. Unlike drawings and paintings, prints were usually published in
editions and dispersed widely. The essays in this section showcase three eighteenth-
century examples, providing evidence that print collections grew alongside and out
of encyclopaedic collections, and were motivated by art and, increasingly, by print
connoisseurship.5® GAETANE MAES argues that the primarily thematic arrangement
of the print collection of Antoine-Joseph Dezallier d’Argenville (1680-1765) was
rooted in the tradition of encyclopaedic collecting, according to which prints
served important documentary functions of learning and memorisation by vision.
The fact that Dezallier did not organise his collection into schools of art indicates
the undervaluation of prints as an artistic medium. Nevertheless, prints began
to be classified chronologically according to schools within the framework of art
connoisseurship. In a comparative analysis of two publications devoted to prints by
the German connoisseur Michael Huber (1727-1804), VERONIQUE MEYER shows how
the dependent role of prints as images that were imitative of and that also conveyed
knowledge of painting in the Notices (1787) was transformed into the full recognition
of printmaking as an independent art form arranged according to schools in the
Manuel (1797-1808). At the end of the eighteenth century, the notion of the school
of art had become an accepted scholarly tool for classification in print collections.
STEPHAN BRAKENSIEK examines the scientific collecting practices of Adam von
Bartsch (1757-1821), who was the curator of prints in the Vienna Hofbibliothek
beginning in 1791. Bartsch prioritised chronology over school in order to give visible

56 Print collections organised according to schools of art are rooted in both encyclopaedic and geographi-
cally arranged print collections from the sixteenth and seventeenth centuries. See the essay by Maés in
this edited collection and Griffiths, pp. 427-445.
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form to a history of art emphasising the rise of art from the beginning and its
development to perfection alongside the moral progress of mankind.

The commercial adoption of the notion of the school of art via the interactions
between art dealers and collectors in the international art market is addressed
in the section devoted to ART MARKETS: SELLING AND COLLECTING. From the
mid-eighteenth century, art dealers turned to schools of art as strategies for selling
paintings, drawings, and prints in response to collectors’ interests, while collectors
deployed schools for the pursuit of art, the arrangement of collections, and the
promotion of their interests. The essays in this section provide diverse explorations
of the format of the sale catalogue, which used schools of art to increase the com-
mercial value of art, while also providing knowledge about school models to assist
collectors in the acquisition, arrangement, and documentation of collections.5?
EVERHARD KORTHALS ALTES analyses some of the first auction catalogues of
paintings organised according to schools in France and the Dutch Republic by Pierre
Rémy (1715-1797) (1756) and Gerard Hoet (1698—-1760) (1760). Because Netherlandish
painting was not subdivided into Flemish and Dutch schools until the first half
of the eighteenth century, KORTHALS ALTES believes, the notion of the school of
art became a commercial strategy for promoting various sectors of Netherlandish
art in reaction to an increasing taste and demand for this art in France. Both
LEEFLANG and EMELIANOVA single out collectors who responded to the art market
in their collecting practices. HUIGEN LEEFLANG addresses the print collection of the
Leiden patrician Pieter Cornelis van Leyden (1717-1788), whose outstanding print
connoisseurship was nourished by art literature and auction catalogues and was
expressed in the loose arrangement of his collection according to schools. IRINA
EMELIANOVA analyses three editions of a catalogue raisonné (1793, 1800, 1807) of the
painting collection of the Russian Count Alexander Stroganoff (1733-1811). Modelled
on French annotated sales catalogues and illustrated collection catalogues, this
catalogue introduced the schools of European painting for the first time in Russia,
while the illustrated version—which was created by Russian artists—was intended
to introduce Russian painters into a recognised circle of European artists, thereby
contributing to the formation of a Russian school of art.

A monumental embodiment of the notion of the school of art was realised in the
picture gallery, where it became an instrument of public display. The essays in the
final section, ON PUBLIC DISPLAY IN PICTURE GALLERIES, indicate that displays
of pictures organised into schools of art sparked claims about a ‘visible history of
art’, which accompanied the increasing public access and the budding democratic

57 Marchi; Miyamoto. See the essay by Maés in this edited collection for the art dealer Rémy, who used
an arrangement according to schools of art to increase the commercial value of Dezallier d’Argenville’s
encyclopaedic print collection.
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goals of picture galleries in the second half of the eighteenth century. CECILIA
HURLEY analyses the underrated critique by Joseph Sebastian von Rittershausen
(1748-1820) of the new organisation according to schools and chronology of the
Imperial Picture Gallery in Vienna in 1781. For Von Rittershausen, this ‘visual history
of art’, as arranged by Christian von Mechel (1737-1817), failed to serve as a public
space for the moral instruction and aesthetic debate of all classes in society. One
of the reasons why arrangements based on schools of art appeared later in picture
galleries than in drawing and print collections is probably the long-standing prefer-
ence for imposing and aesthetically mixed displays.5® In this respect, CHRISTINE
GODFROY-GALLARDO discusses the attack of the art dealer Jean-Baptiste-Pierre
Lebrun (1748-1831) on the mixed display of the national museum at the Louvre after
the French Revolution because the display did not entail a classification by school.
According to Lebrun, a display organised into schools inspired public education,
moral purification, and love of one’s country. Schools within the public arena of
galleries could invite comparative assessment that would foster cultural nationalism.
P1ER PAOLO RAcIOPPI argues that after the restitution of Italian artworks from the
Musée Napoléon in 1815, the Pinacoteca Vaticana aspired to a display of Italian
unity by transforming the established variety of Italian schools into a single, new
Italian school.

The notion of the school of art made a profound contribution to the geographical
understanding of the European art world in the early modern period. It emerged
on the Italian peninsula in the sixteenth century, spread to France in the late
seventeenth century, and subsequently circulated to a range of countries throughout
Europe during the eighteenth century. Its broad geographical dispersal is connected
to the manifold configuration of groups of artworks and artists into schools for a
variety of purposes. The notion of the school of art expanded conceptually, it was
mediated in numerous ways, and it became a tool of widespread competition. Thus,
schools became configured in a fundamentally unstable manner. Conceptually,
the notion of the school of art assumed various meanings across the early modern
period, denoting artistic learning, geographical origins, stylistic phenomena, or
national allegiances, or combinations of these. Its substantiation and promotion
through a range of different media and institutions—such as prints, drawings,
paintings, and books, as well as academies, galleries, and the market—ensured deep
penetration into various sectors of the art world. Furthermore, as a measure of the
reputation and prominence of art, artists, and nations, schools fuelled competition
and the rise of new schools. In spite of, or maybe thanks to, its instability, the notion
of the school of art created a large common ground that aligned art, artists, and
artistic traditions, systematically arranging them into a cohesive panorama of the

58 Bickendorf.
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European art world. Within this context, the notion of the school of art developed
into an instrument for highlighting artistic differences in stereotypical ways. For
example, the Roman school was characterised by disegno, the Venetian school
by colour, and the German school by a Gothic style. At the same time, however,
schools of art remained open to correspondences between artistic traditions. For
instance, they could encompass mobile artists, stylistic interconnections, national
affinities, or exchanges on the art market. Moreover, because the notion of the
school of art included groups of artworks and artists as well as the public and the
nation, it generated a powerful view of art in society, which was able to mobilise
artistic engagement in Europe. For the modern period, after 1815, further research
is required to establish how an unstable notion of the school of art became fixed
into national and nationalist frameworks and how it was transformed into new
group formations, such as art movements or artists’ collectives, which continue
to define the art world today.
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1. Notions of Nationhood and Artistic
Identity in Sixteenth- and Seventeenth-
Century Rome

Susanne Kubersky-Piredda

Abstract

The concept of artistic schools first found its way into Italian art theory during
the sixteenth century and was used with increasing frequency by the seventeenth
century. But beyond art theoretical discourse, notions of school, manner, and
style linked to specific geographic territories were part of much broader cultural
historical developments regarding collective identities and their artistic forms
of expression. On the basis of the foreign communities residing in sixteenth-
century Rome and considering the specific case of the church of Santa Maria
dell’Anima, this paper examines the extent to which art was used as an expression
of ‘national’ identity and the role played by strategies of demarcation and rivalry
in identity-building.

Keywords: national churches, sixteenth-century Rome, foreign communities,

Holy Roman Empire, collective artistic expression

The concept of artistic schools first found its way into Italian art theory during
the sixteenth century and was used with increasing frequency by the seventeenth
century. The term was initially applied to the genre of painting exclusively. It is
possible to distinguish two different uses of the concept: in relation either to a
specific geographical territory or to a single, outstanding master. The most important
stages in the formation of the term have been traced by several scholars, most
recently by Paolo Pastres and Stefano Pierguidi.’ The earliest and most frequently
cited source is a letter from the Neapolitan Pietro Summonte (1463-1526), who, as

1 Pastres 2012; Pastres 2018; Pierguidi, cf. esp. pp. 11-32.
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early as 1524, mentions a ‘docta scola veneta’? In a letter of 1591, Giovanni Battista
Paggi (1554—1627) differentiates for the first time between Roman, Florentine, and
Venetian schools of painting.3 In the seventeenth century, Domenichino (1581-1641)
and Giovanni Battista Agucchi contributed to the further consolidation of the
concept, adding a fourth school, the Lombard.* The designation of schools was
closely related to a series of other terms, which were also used in combination
with geographical indicators: maniera (in the sense of a regional style or fashion),
gusto (in the sense of a collective taste or preference), and—especially from the
seventeenth century—stile, to be understood as a collective artistic expression
in a certain geographical area.> My aim here is to examine whether the notion
of an artistic school or manner played a role in the collective identity-building of
foreign communities resident in Rome during the sixteenth century. I will use the
community of people originating from the Holy Roman Empire of the German
Nation and its church, Santa Maria dell’Anima, as a case study.®

Ferdinando Bologna was the first to consider the importance of the territorial
fragmentation of the Italian peninsula and its variety of regional cultures for art
production between the Middle Ages and the twentieth century.” In the early
1980s, he coined the notion of a ‘historical awareness’, linked to space and time and
necessary for the creation of art and culture.® His approach aligns with some ideas
current in the sociological debate on nation and nationalism of the same years.9
According to Benedict Anderson’s concept of ‘imagined communities’, rather than
a given geographical entity, a ‘nation’ is to be understood as an artificial construct
that arises within a social collective through the creation of common symbols
and traditions and the development of a common world of ideas and memories.
Anthony Smith defines the premodern nation as ‘a named and self-defining hu-
man community, whose members cultivate shared myths, memories, symbols,
values, and traditions, reside in and identify with a historic homeland, create
and disseminate a distinctive public culture, and observe shared customs and
common laws”."* Bologna’s study shows that beyond early modern art theoretical
discourse, the concept of artistic schools pertains to a much broader cultural

2 Pierguidi, p. 15, with reference to Pietro Summonte, letter to Marcantonio Michiel, ms. 1524, published
in Nicolini, p. 163. See also Bologna, pp. 73-75, 125.

3 Bologna, p- 125; Pastres 2012, p. 186; Pierguidi, Pp- 19, 41.

4 Bologna, pp. 124-125; Pastres 2012, p. 541; Pierguidi, p. 2o0.

5  Pastres 2018, p. 542.

6 People originating from any territory of the Holy Roman Empire of the German Nation were usually
referred to as Germans. For the sake of simplicity, in what follows I will also use the term in this sense.
7 Bologna.

8 Bologna, p. 8.

9 Anderson.

10 Smith 2008, p. 184, cf. also Smith 1991, esp. pp. 77-79.
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historical development regarding territorial, collective identities and their artistic
forms of expression.

Recently, Stefano Pierguidi has drawn on Bologna’s study to examine the extent
to which the categorising of art according to geographical criteria was already
widespread among patrons and collectors from the Quattrocento onward, long
before these concepts found their way into art literature. In some church decorations
and private art collections, he recognises the endeavour to compare or rival works
from different artistic regions. According to his interpretation, in the Sistine Chapel,
painters of two cities, Florence and Perugia, were deliberately juxtaposed, while
in the late sixteenth-century campaign for the decoration of Lucca’s cathedral,
Giovanni Battista Paggi, also its designer, worked alongside representatives of the three
major painting schools: Jacopo Tintoretto (1519-1594, Venice), Domenico Passignano
(1559-1638, Florence), and Federico Zuccari (1540/42—1609, Rome). Pierguidi finds this
to be a paradigmatic case that demonstrates the reflection of the concept of painting
schools not only in art theory, but also in the practices of exhibiting and collecting."

In recent historical research, competition has been emphasised as a core com-
ponent of premodern nation-building.'* According to Caspar Hirschi, the European
nations distinguished themselves from one another using archaic categories of
virtue and vice in order to validate their own superiority."® Forms of collective
honour played an important role in these rivalries. It seems plausible that such
territorially anchored, rival ideas of identity also contributed to the conceptual
development of artistic schools. Competitive relationships were also supported by
the aemulatio principle ubiquitous in early modern art and literature.'* In what
follows, I will examine the extent to which art in sixteenth-century Rome was used
as an expression of collective identity by people who shared common geographical
origins. I'will also consider the role played by strategies of demarcation and rivalry
in this context. In particular, I will use Santa Maria dell’Anima, known as the
church of the ‘German nation’, as a case study.

Foreign Communities and Their Collective Identities in Sixteenth-
Century Rome

Seat of the papacy, destination of pilgrims, and metropolis of art, early modern Rome
was a perpetual hub for foreigners. From the Middle Ages on, groups of compatriots

11 Pierguidi, pp. 44-57, 99-107.
12 Hirschi 2005; Hirschi 2012.
13 Hirschi 2005.

14 Miiller.
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gathered in confraternities, founding hospices, oratories, and churches. These
groups mirrored the linguistic, ethnic, and cultural features of their homelands,
and were perceived as ‘national’ representative bodies long before the idea of ‘nation
states’ was established on a continental scale.’> At the beginning of the sixteenth
century, nearly 50 churches and hospices had been founded by groups of foreigners
in Rome, about two-thirds by non-Italian communities and one-third by groups
from Italian cities and regions. Their members were concerned not only with mutual
assistance, including basic needs (accommodation, food, job placement, and legal
assistance), but also with the maintenance of local traditions and cults. In the
course of the sixteenth century, these foundations increasingly assumed political
valences when various European sovereigns recognised their identity-creating
potential and exploited them for dynastic, representational purposes.’® References
to shared cultural characteristics were essential for the formation of collective
identity within Rome’s foreign communities. From the terms of the statutes of these
communities, it becomes clear that shared characteristics—including knowledge
of the respective ‘national’ language or birth in a particular territory—were even
conditions for admission to the various national confraternities.’” Also of great
importance were the maintenance of traditions and cults and references to certain
national symbols or identity figures.

Self-Assessment and Strategies of Self-Presentation

The church of Santa Maria dell’Anima is located in the immediate surround-
ings of Piazza Navona. The foundation of the first hospital here, with an adjacent
oratory that was run by a lay confraternity, dates to the late fourteenth century.
The hospital and oratory were open to people from any social background and
originating from any territory of the Holy Roman Empire of the German Nation.
The community was thus characterised by strong plurality and fluidity. Regional
and professional subgroups formed and often came into conflict with each other,
complicating any and all decision-making. While the Romans summarily referred
to the community as the ‘German nation’, none of the confraternity members
would have probably presented themselves as ‘Germans’ or as ‘subjects of the Holy
Roman Empire’. They felt much stronger cultural bonds to their individual home

15 Recent publications on the foreign communities in Rome and the related questions of collective
identities include: Koller and Kubersky-Piredda; Molnar; Cabibbo and Serra; Serra; Kubersky-Piredda
2018; Fosi; Kubersky-Piredda 2020.

16 Kubersky-Piredda 2015, pp. 17-64.

17 Over the course of time, the inclusion criteria changed from linguistic to more political features; cf.
Kubersky-Piredda 2015, p. 25.
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cities and regions, including their local cults and traditions. However, in order
to assert themselves among the numerous foreign communities in Rome and to
appear united to the outside world, they had to conceal the plurality of their group
by creating a recognisable collective identity. This might be one of the reasons why
Santa Maria del’Anima has an extremely simple facade with only a few decorative
elements that served the confraternity’s self-presentation (Fig. 1). By contrast, the
interior of the church has a rich and varied artistic decoration, which reflects the
diversity of the groups of people united under one roof (Fig. 2).

The church was completely renovated in the early sixteenth century, replacing
an earlier Gothic church, which was only 50 years old. A document issued by the
confraternity in 1499 explains their decision to build a new church:

Considering that the hospital of our nation in the City is old, and that the other
nations, which after us have built hospitals for foreigners of their nations, have
built new decent churches near the hospitals themselves and adorned them with
modern and most honourable buildings, lest we be seen as odd and backward to
other nations, it is our desire to construct and build a new church in honour of our

German nation, [...] a praiseworthy work composed in [the] Alemannic manner.

Two aspects of this explanation are particularly interesting. The first is that national
identities in Rome were evidently based on rivalry among foreign communities
and on the desire to compete with each other. This is also confirmed by Giorgio
Vasari, who affirms in the second edition of the Vite (1568) that the Florentines in
Rome decided to build their church, San Giovanni dei Fiorentini, in order to surpass
the churches of other nations in ‘magnificence, grandeur, cost, ornamentation,
and design’.’ The greatest rivals of the Germans were the Spanish, French, and
Portuguese communities, all of whom had built hospices and churches in the same
neighbourhood.*

The second significant observation is that the new church of Santa Maria
dell’Anima was supposed to be built in the ‘Alemannic manner’. The document thus
suggests that as early as 1500, notions of artistic identities linked to geographical

18 ‘Considerantes hospitale nationis nostrae in Urbe vetustius esse, ac ceteras nationes, quae post nos
peregrinis nationum suarum hospitalia aedificarunt, apud ipsa hospitalia novas decentes ecclesias
construxisse et eas modernis et honestissimis aedificiis adornasse, ne videamur ceteris nationibus impares
et postpositi, desiderantes ad [...] honorem nostrae nationis Germanicae [...] construi et aedificari facere
novam ecclesiam, opus laudabile Alemannico more compositum, [...]. ASMA, AV, 10, f. 4, quoted by Nagl
1899, p. 65; Schmidlin, p. 207; and later scholars.

19 Vasariig7o, IV, p. 220.

20 San Giacomo degli Spagnoli (Castile, Spain), San Luigi dei Francesi (France), and Sant’Antonio dei
Portoghesi (Portugal).
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1. Facade, 1518/1523, Santa Maria dell’Anima, Rome. © Artaphot / Stephan Kélliker.
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2. Interior, 16!-19th century, Santa Maria dell’Anima, Rome. © Enrico Fontolan, Bibliotheca Hertziana — Max Planck
Institute for Art History, Rome.
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territories existed. The term used was the Latin word mos, which corresponds to
the Italian term maniera. In sixteenth-century chronicles, mos was also deployed
to describe the clothing and music typical of foreign groups in events such as
processions and funerals.* In art theory, Agucchi was the first writer to associate
the term maniera with geographical attributes.**

Exterior Simplicity and Recognisability

What the Anima confraternity meant when it decided to build its church in the
‘Alemannic manner’ has most recently been explored by Hubertus Giinther, who
demonstrates that nation-building in early modern architecture included multiple
elements, among which were spatial arrangement, stylistic features, and ornaments,
as well as building materials and the origin of the workforce employed.* Santa Maria
dell’Anima was originally planned in a late Gothic style, as a three-aisled hall church
with six high, narrow bays, cross vaults, tracery windows, and a polygonal choir.*+
German stonemasons were called to Rome since it was evidently not expected
that the local workers would have the necessary know-how.?s The fact that the
church was ultimately built in allantica style, following models like Santa Maria
del Popolo and Sant’Agostino, must have been the result of a negotiation process
between homeland traditions and local Roman conditions and possibilities.?®
An attachment to Gothic traditions would have appeared out of place in early
sixteenth-century Rome, since the repertoire of Italian Renaissance forms was
fashionable across Europe and the maniera tedesca had by then acquired negative
connotations in Italy.*?

Nevertheless, at Santa Maria del’Anima, several northern European architectural
elements were purposely added as symbols of national identity, including the

21 See, for instance, ‘more hispanico’, in Burckardt, I, pp. 379, 414, I, pp. 133, 311; ‘more gallico’ or ‘more
gallicano’, Burckardt, I, pp. 379, 580, I, p. 293; ‘more romanorum’, Burckardst, II, p. 315; ‘more alemanico’,
Burckardt, I, pp. 384, 392. Written sources on the maniera tedesca in Italian Renaissance architectural
theory are in Brandis.

22 With the exception of Vasari’s pejorative phrases ‘maniera tedesca’ and ‘maniera greca’, see for example
in the Life of Giotto ‘quella goffa maniera greca’ and ‘per essere cosa tedesca, e di maniera vecchia’, Vasari
1568, pp. 119 and 129. On Agucchi, see Bologna, pp. 124-125.

23 Giinther 2023. See also Baumiiller, pp. 21—45; Giinther 2013; Giinther 2016.

24 Gilinther 2023, p. 58—60; Bova, p. 39.

25 Giinther 2023, p. 72. See also Bova, p. 30. On the building history of the church, see especially Samperi.
26 Schmidlin, pp. 230235, has already dealt extensively with the interlocking of Gothic and Renaissance
architectural elements. See also Lohninger, pp. 38—46; Rohlmann, pp. 12—-113. For a new assessment of
the sources on the building history, see Bova.

27 Gilinther 2023, pp. 75-79. Cf. also Brandis, p. 237; Giinther 2003.
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3. Bell Tower, 1520, Santa Maria dell’Anima, Rome. © Enrico Fontolan, Bibliotheca Hertziana — Max Planck
Institute for Art History, Rome.
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campanile with its Gothic pinnacles and its pointed, conical spire covered in
polychrome glazed tiles (Fig. 3).2% Other identifiers of the German homelands
appear on the church facade (Fig. 1). Near the top, the coats of arms of Pope Adrian
VI (1459-1523) and Emperor Maximilian I (1459-1519) symbolise the confraternity’s
loyalty to the Holy See and to the Imperial court. From 1518, Santa Maria del’Anima
was under the direct protection of the Emperor thanks to a privilege granted to
the confraternity by Maximilian I. Very few foreign communities could boast a
pope from their own ranks. It was thus of particular importance for the Anima
community when Adrian VI (1522-1523), a Dutchman, was elected pope. Besides the
heraldic symbols, a horizontal inscription extends across the fagade and informs us
of the church’s dedication, function, national affiliation, and date of consecration.?®
Stone reliefs of the Imperial eagle were also placed on all the buildings belonging
to the confraternity.

The church was intended to have statues of its patron saint, the Madonna of
Souls, both on the exterior and the interior.3° In 1518, the stonemason Bartolomeo
Lante from Fiesole signed a contract for the marble sculpture of the main portal 3!
For the Anima church, these sculptures were a particularly urgent matter, since
the rival Spanish community of San Giacomo degli Spagnoli by that time already
had three sculptures in Renaissance style of their national saint.3* The decision was
therefore taken to commission a sculpture group by an Italian master of the Virgin
and Child flanked by two nude figures representing souls (Fig. 4).33 Even though
the Virgin vaguely recalls Raphaelesque models,34 the individual figures are not
of particularly high quality, and the group lacks compositional unity, most likely
because of the absence of sculptural precedents for this unusual representation.

28 The Gothic pinnacles, the candelieri, and frontespitii were executed by the stonemason Bartolommeo
Lante from Fiesole: see ASMA, E 11, 15, f. 194v. The glazed tiles were perhaps modelled on St Stephen’s
Cathedral in Vienna, as represented in the Wiener Heiltumsbuch.

29 ‘TEMPLVM BEATAE MARIAE DE ANIMA HOSPITALIS TEVTONICORVM MDXIIT'.

30 Lohninger believes that the church owes its name to a medieval votive image representing the Virgin
Mary with Christ and two ‘souls’ in the form of children. The work may have survived into the early
sixteenth century. Lohninger, p. 9.

31 Daniels 2023, pp. 177-196. See also Frommel 1978, pp. 248—249, note 103; Weil-Garris Brandt, p. 126.
32 A statuette attributed to Paolo Romano (fl. 1451-1470?), originally in the tympanum of the east
portal of the church (after 1450); a life-size statue by an unknown sculptor, originally in the gable of the
west facade (around 1500); a statue by Jacopo Sansovino (1486-1570), originally in the Serra chapel of San
Giacomo degli Spagnoli (1518).

33 For unspecified reasons, work was still underway in 1538. In 1542, the mason Gasparo da Morchio
was paid for setting up a Madonna, but it is not entirely clear whether the document refers to the portal
sculpture or to the Pietd on the main altar. Ff. Lohninger, p. 77; Weil-Garris Brandt, p. 126, note 27;
Frommel 1978, p. 249, note 103. We do not know with certainty whether it was Lante who completed the
group.

34 Weil-Garris Brandt, pp. 123, 131.
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4. Statue of the Madonna with Souls, originally above the main portal, today inside the church, 1525/1538, Santa Maria
dell’Anima, Rome. © Enrico Fontolan, Bibliotheca Hertziana - Max Planck Institute for Art History, Rome.
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The Madonna of Souls presumably has its roots in medieval iconographic models
of the Virgin Mary comforting souls in Purgatory, who are usually shown as small,
naked figures suffering amid flames. On the Anima facade, however, this narrative
isreplaced by a rather iconic representation of a traditional Mary and Christ Child
statue carved from one block and flanked by two separate, kneeling figures of
full-grown, naked men, possibly carved in a different moment and by a different
artist. The absence of flames suggests that these men represent souls who have
already been redeemed from Purgatory.35

Despite its internal heterogeneity, then, the community of Santa Maria
dell’Anima presented itself to the outside world as a unified and institutionalised
group by displaying imported heraldic, iconographic, and stylistic elements on
their buildings so that any traveller would have immediately recognised the
neighbourhood as a German enclave. The lack of a traditional national patron saint
of the Holy Roman Empire prompted the establishment of a new iconographic
model that was supposed to offer a figure symbolic of the German community—a
strategy that would, however, have limited success, as the interior decoration of
the church reveals.

Interior Plurality of Identities

Like the fagade, the sixteenth-century church interior is based on Italian Renaissance
models, although here as well a few northern European features were introduced,
including the hall church space with its three naves of the same height, which was
uncommon in Rome, and a Gothic vault in the presbytery, today covered by Baroque
stucco decoration (Fig. 2). The interior’s artistic furnishings —its altarpieces, fresco
cycles, and funerary monuments—mirror the inner fragmentation and diversity of
the German community and the constant interaction of multiple identities, many
of which were based on geographical criteria.

The presbytery was conceived as a memorial space for outstanding representa-
tives of the nation, among them a pope, a prince, and two cardinals, all of whom
received impressive funerary monuments between 1530 and 1600.3° Around 1538,
the confraternity board planned to display a fully carved, life-size marble statue of
the Madonna of Souls on the main altar, similar to the one that had been installed

35 Fora detailed analysis of the iconography of the Madonna of Souls, see Kubersky-Piredda 2023.

36 The four funerary monuments were those of Pope Adrian VI (14591523, see G6tzmann 2004; G6tzmann
2009; G6tzmann 2010, pp. 190—250; Gnann), Hereditary Prince Karl Friedrich of Jiilich-Cleves-Berg
(1555-1575, see Gotzmann 2007), Cardinal Willem van Enckenvoirt (1464-1534, see Gnann); Cardinal
Andrew of Austria (1558-1600, see Schemper-Sparholz). The cardinals’ tombs are today located on the
east wall of the church, next to the main portal.
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on the facade3” The stonemason Giovanni Magone erected a magnificent all'antica
marble altar that was intended to incorporate the statue.3® But the minutes of the
board meetings reveal that 20 years later, the search for a satisfactory design was
still ongoing.3? So as not to leave the niche completely empty, for a few decades,
it was filled with a copy of Michelangelo’s (1475-1564) Pieta made by Lorenzetto
(1490-1541) for one of the side chapels.*® In anticipation of a proper representation of
the Madonna of Souls, the Pieta would have at least represented a typical northern
European iconographic pattern (in German, called Vesperbild). After several years,
though, it was decided to move the Pieta back to the chapel since it had little
connection to the church’s dedication. In order to be in line with the Tridentine
Counter-Reformation decrees, the board then decided to place only a sacramental
tabernacle (now demolished) on the main altar and, in the pediment, a coat of
arms with a Habsburg eagle combined with the Anima Madonna.# The search for
an adequate altar sculpture proved fruitless, never leading to any tangible results.
A more permanent solution was only implemented in the eighteenth century,
when the presbytery was completely refurbished in the Baroque style and Giulio
Romano’s Fugger panel was moved from the family chapel to the high altar.4
The confraternity’s attempt to create a common patron saint for the German
nation in Rome must thus be considered a failure, possibly because an artificially
constructed identification figure like the Madonna of Souls did not find the same
acceptance among members of the community as did the long-established cults
of the numerous regional saints of the Holy Roman Empire, which were venerated
in some of the side chapels of Santa Maria dell’Anima.

Iconographic Models as Elements of Collective Identity

While the decoration of the presbytery of Santa Maria del’Anima was commissioned
and funded by the confraternity board, the side chapels were entrusted to private
patrons from across the Holy Roman Empire and featured a variety of different

37 Thanks to the patronage of Enckenvoirt, the sepulchral monuments of Pope Adrian VI and Enckenvoirt
himself had been previously placed in the presbytery.

38 He was paid 1,500 ducats. For the two contracts (1536 and 1538), see ASMA, A1I, 2, ff. 107r-108r. See
also Weil-Garris Brandt, p. 123, note 19; Lohninger, p. 83.

39 ASMA, AV, 1, f g7v.

40 For Lorenzetto’s Pieta, see most recently Hubert and Hegener.

41 ASMA, AV], 1, £ 98v. On the tabernacle, see Kubersky-Piredda 2015, pp. 50—51. On the statue planned
for the high altar, see Kubersky-Piredda 2023.

42 Inafewlate seventeenth-century travel guides, reference is made to an altarpiece showing a Madonna
with several souls: see Sebastiani, p. 147; Piazza, p. 575. No such painting has been preserved, however,
nor is one mentioned in the archives of Santa Maria dell’Anima.
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artistic styles. Most of these individual donors were cultured members of the Curia
who hoped to enhance their status at the papal court by commissioning works in
an appropriately allantica style.*3 The above-mentioned Pieta by Lorenzetto was
commissioned in 1519 and executed 1530—1532 for one of the side chapels, and is
a free copy after Michelangelo’s depiction of the same subject (1497-1499).4* The
Gothic genre of the Vesperbild is here translated into the Renaissance idiom, and
it is no coincidence that the patrons of both versions were natives of northern
Europe: the Anima provisor Johannes Schiitz commissioned Lorenzetto’s Pieta,*5
and the patron of Michelangelo’s work was the French cardinal Jean Bilheres de
Lagraulas (1434/39-1499).4°

Another subject popular among patrons from the Holy Roman Empire, but
less familiar in Italy, was the so-called Anna Selbdritt—that is, the Virgin Mary
with Child and St Anne.#” The most famous example in Rome is the marble
group in Sant’Agostino, carved 1510-1512 by Andrea Sansovino (c. 1467-1529)
and conceived as part of an ensemble with Raphael’s Prophet Isaiah fresco, for
the protonotary apostolic Johann Goritz, a native of the Moselle.4® A sculpted
Anna Selbdritt was also installed in Santa Maria dell’Anima, but in this case,
it was a polychrome wooden sculpture recently attributed to a South Tyrol
workshop and dated to the second quarter of the sixteenth century.*9 The work,
no longer in its original setting, is indebted to the Gothic style and would have
been immediately recognised as an imported ‘German’ element.5° The differences
between these two works arise from their distinct functions. Sansovino’s Anna
Selbdritt is part of a memorial programme for a high-ranking, humanist cleric
in the Curia and expresses the patron’s intellectual and representative claims
through a complex system of iconographic and formal references. The wooden
Anna Selbdritt in the Anima church, on the other hand, was commissioned by
a lay confraternity of craftsmen and merchants and functioned as a devotional
image and reliquary.5' The latter was thus a marker of collective identity, offering

43 Interestingly, most of the fully carved altar sculptures created in Rome around 1500 were commissioned
by northern European clients, including the Pieta by Michelangelo (St. Peter’s, 1497-1499), the Pieta by
Lorenzetto (Santa Maria del’Anima, commissioned 1519, executed 1530—-1532), and the Anna Selbdritt by
Andrea Sansovino (Sant’Agostino, 1510-1512). Cf. Rohlmann, pp. 116-117.

44 Rohlmann, pp. 117-118.

45 See especially Mazzotta.

46 Rohlmann, pp. 117-118, with bibliography.

47 Onthis type of image, see Solty; Buchholz.

48 Cf. Rohlmann, pp. 116-117; Fattorini, esp. pp. 226239, with bibliography.

49 Raub. See also Rohlmann, p. 115, with bibliography.

50 The statue is now in one of the rooms of the seminary of Santa Maria del’Anima.

51 Raub. On the German congregations in Rome, see also Schuchard; Schulz and Schuchard; Daniels
2018, with bibliography.
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a concrete reference to traditions and cults of the German Empire, and it also
interacted with the believer on a more immediate level. The two very different
St Anne groups again illustrate the heterogeneity of the ‘German’ nation in
Rome, composed of individuals from different territories and of various social
and professional backgrounds.

Conflicting Regional Artistic Identities

During most of the sixteenth century, members of the Curia from central German
territories dominated the Anima confraternity and its decisions. However,
towards the end of the century, a remarkably large number of clergy from the
principality of Liege entered the Roman Curia, and the number of German
clerics diminished because many territories had turned Protestant. After 1600,
Flemish members of the Curia became the most influential figures at Santa
Maria dell’Anima, staging an open rivalry with the Germans. The conflicts
between the two groups were reflected in their art patronage. The decoration
of the first chapel on the right side of the nave was commissioned in 1618 by
a prominent German patron, Johannes Lambacher, and by the executors of
his will, Johannes Faber (1574-1629) and Peter Mander (1555-1626).5> The altar
painting represents the miracle of a Saxon saint, Benno of Meissen, who became
an important figure for German Catholics during the Reformation (Fig. 5).
His canonisation in 1523 by Adrian VI had been highly controversial and was
strongly criticised by Martin Luther (1483-1564). While the painting depicts an
episode from the life of a German saint, it was executed by a Venetian artist, the
Caravaggesque painter Carlo Saraceni (c. 1579-1620), a representative of early
Seicento Counter-Reformation art. The fascinating chiaroscuro scene showing
a fish that had swallowed the key of Meissen’s cathedral must have immediately
caught the eye of every visitor who entered the church, but only insiders would
have fully understood the iconography. Contemporary beholders would have
probably perceived the painting as ‘German’ because of its unusual iconography,
but not in terms of its artistic style.

Only a couple of years later, the chapel on the opposite side of the nave was
assigned to a nobleman from Liége, Lambertus Ursinus de Vivariis, and his nephew,
Aegidius. The chapel was dedicated to St Lambert, who was De Vivariis’ personal
saint and also the patron saint of Liege (Fig. 6).53 Evidently struck by the visual
impact of the St Benno altarpiece, De Vivariis decided to engage the same artist,

52 Fora detailed analysis of this chapel, see Daniels 2015. See also Lorizzo.
53 For this chapel, see Russo; Lorizzo.
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5. Chapel of Saint Benno, 1617/1618, Santa Maria dell’Anima, Rome. © Enrico Fontolan, Bibliotheca Hertziana - Max
Planck Institute for Art History, Rome.



NOTIONS OF NATIONHOOD AND ARTISTIC IDENTITY

6. Chapel of Saint Lambert, 1618-1653, Santa Maria dell’Anima, Rome. © Enrico Fontolan, Bibliotheca
Hertziana — Max Planck Institute for Art History, Rome.
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Carlo Saraceni. The painting shows St Lambert’s martyrdom in Liége: while praying
in church, he is attacked by armed men. In addition to its private function, the
chapel thus represented a place of worship for pilgrims from Flanders—a fact that
was further enhanced by an inscription referring to Liége and by a fresco cycle
with scenes from the life of St Lambert executed by a Flemish painter, Jan Miel
(1599-1664) from Antwerp.

The chapels of Saints Benno and Lambert thus embody at least three levels of
collective identity: the donors and their family members who are buried there,
conflicting social groups originating from the German and Flemish regions of
the Holy Roman Empire, and strong support for the Catholic Church within the
religious conflicts then raging across Europe.

Final Considerations

The intention to build a ‘praiseworthy work composed in [the] Alemannic
manner’ mentioned in the founding document of Santa Maria del’Anima dem-
onstrates that as early as 1500, some thought was given to the representation
of national identity—with regard to a group of people of common territorial
origin—through artistic or architectural means. This, of course, was far from
being based on any structured artistic theory. However, the project of rebuilding
Santa Maria del’Anima expresses the desire to translate common cultural
elements into visual forms of communication or representation within the
competitive context of Rome’s foreign communities. As we have seen, elements
used for representing a group of compatriots were iconographic patterns, sty-
listic features, artistic techniques and materials, as well as heraldic symbols,
emblems, and inscriptions. The choice of artists from a certain geographical
region could also convey a collective identity. However, these elements never
came together in the same work of art. As revealed by the analysis of the art
patronage at Santa Maria dell’Anima, both imported identitarian characteristics
and local Roman artistic elements were combined in various ways, evidently as
the result of negotiations between contrasting traditions and cultural models
and depending on the representational needs of the different patrons. However,
the use of artistic elements deriving from a certain territory and the awareness
of their identity-building potential may be considered a first step towards the
development of the concept of artistic schools that would enter art historical
discourse by the end of the sixteenth century.
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Archival material

Archivio di S. Maria dell’Anima, Rome (ASMA)
— ASMA, AV, Miscellanea, 10.
— ASMA, E1I, Expensae, 15.

ASMA, E I, Expensae, 16.

ASMA, A 1], Instrumenta, 2.

— ASMA, A VI, Decreta, 1.

Bibliography

Anderson, Benedict, Imagined Communities: Reflections on the Origin and Spread of National-
ism (1983) (New York: Verso, 2006).

Baumiiller, Barbara, Santa Maria dell’Anima in Rom: ein Kirchenbau im politischen Span-
nungsfeld der Zeit um 1500 (Berlin: Mann, 2000).

Bologna, Ferdinando, La coscienza storica dell'arte d’Italia: introduzione alla ‘Storia dellarte
in Italia’ (Turin: Utet, 1982).

Bova, Sara, ‘La chiesa di Santa Maria dell’Anima ed il suo spazio interno: scelte simboliche
e soluzioni architettoniche nel contesto della renovatio urbis Romee’, in Santa Maria
dell’Anima, ed. by Susanne Kubersky-Piredda and Tobias Daniels (Rome: Campisano,
2023), pp- 23-56.

Brandis, Markus, La maniera tedesca (Weimar: VDG, 2002).

Buchholz, Marlis, Anna selbdritt: Bilder einer wirkungsmdchtigen Heiligen (Konigstein i.
T.: Langewiesche K.R., 2005).

Burckardt, Johannes, Liber notarum ab anno 1483 usque ad annum 1506, ed. by Enrico Celani
(Citta di Castello: S. Lapi, 1900).

Cabibbo, Sara, and Alessandro Serra (eds.), Venire a Roma, restare a Roma: forestieri e
stranieri fra Quattro e Settecento (Rome: TrE-Press, 2018).

Daniels, Tobias, ‘Von landsmannschaftlicher Repréisentation zu konfessioneller Propaganda:
die Benno-Kapelle in Santa Maria dell'’Anima’, in Identita e rappresentazione, ed. by
Alexander Koller and Susanne Kubersky-Piredda (Rome: Campisano, 2015), pp. 179—210.

Daniels, Tobias, ‘Nationale Bruderschaften in Rom (14.-17. Jahrhundert), in Bruderschaften
als multifunktionale Dienstleister der Friihen Neuzeit in Zentraleuropa, ed. by Mar-
tin Scheutz, Elisabeth Lobenwein, and Alfred Stefan Weiss (Vienna: Bohlau, 2018),
Pp- 339-355.

Daniels, Tobias, ‘Deutsche Notare in Rom und Santa Maria del’Anima in der ersten Halfte
des 16. Jahrhunderts’, in Santa Maria dell/Anima, ed. by Susanne Kubersky-Piredda and
Tobias Daniels (Rome: Campisano, 2023), pp. 159—211.

Fattorini, Gabriele, Andrea Sansovino (Trent: Temi, 2013).

57



58

SUSANNE KUBERSKY-PIREDDA

Fosi, Irene, ‘A proposito di Nationes a Roma in eta moderna: provenienza, appartenenza
culturale, integrazione sociale’, Quellen und Forschungen aus italienischen Archiven und
Bibliotheken, 97 (2018), pp. 383—393.

Frommel, Christoph Luitpold, “Disegno” und Ausfithrung: Ergdnzungen zu Baldas-
sare Peruzzis figuralem (Euvre’, in Kunst als Bedeutungstrdger: Gedenkschrift fiir
Giinter Bandmann, ed. by Werner Busch and Reiner Haussherr (Berlin: Mann, 1978),
pp- 205-250.

Gnann, Achim, ‘Cardinal Wilhelm van Enckenvoirt as Patron of the Arts in Rome’, in Adrian
VI: A Dutch Pope in a Roman Context, ed. by Hans Cools, Catrien Santing, and Hans de
Valk (Turnhout: Brepols, 2012), pp. 149—160.

Gotzmann, Jutta, ‘Die Ehrung eines Papstes als Akt nepotistischer Treue: das Grabmal
Hadrians V1., in Totenkult und Wille zur Macht: die unruhigen Ruhestdtten der Pipste
in Sankt Peter, ed. by Horst Bredekamp and Volker Reinhardt (Darmstadt: WBG, 2004),
pp- 99-120.

Gotzmann, Jutta, ‘Das Grabmal des Erbherzogs Karl Friedrich von Jiilich-Kleve-Berg in
S. Maria dell’Anima in Rom, in Docta Manus: Studien zur italienischen Skulptur fiir
Joachim Poeschke, ed. by Johannes Myssok and Jiirgen Wiener (Miinster: Rhema Verlag,
2007), pp- 323-335.

Gotzmann, Jutta, ‘Das Grabmal Hadrians VI. im Chor von S. Maria dell’Anima’, in De Paus
uit de Lage Landen: Adrianus VI, 1459—1523: catalogus bij de tentoonstelling ter gelegenheid
van het 550ste geboortejaar van Adriaan van Utrecht, ed. by Michiel Verweij (Leuven:
Leuven University Press, 2009), pp. 69—92.

Goétzmann, Jutta, Romische Grabmdiler der Hochrenaissance: Typologie — Ikonographie — Stil
(Miinster: Rhema, 2010).

Giinther, Hubertus, ‘Visions de l'architecture en Italie et dans 'Europe du nord au début
de la Renaissance’, in Linvention de la Renaissance: la réception des formes ‘a ldntique’
au début de la Renaissance, ed. by Jean Guillaume (Paris: Picard, 2003), pp. 9—26.

Giinther, Hubertus, ‘Demonstration avantgardistischer Architektur “a la mode francoise”
an der SS. Trinita dei Monti in Romy, in Aufmaj$ und Diskurs: Festschrift fiir Norbert
NufSbaum zum 6o. Geburtstag, ed. by Astrid Lang and Julian Jachmann (Berlin: Lukas
Verlag, 2013), pp. 187—211.

Giinther, Hubertus, ‘Der urspriingliche Chor der SS. Trinita dei Monti in Rom und der
Glasmaler Guillaume de Marcillat’, in Lichtrdume: Festschrift fiir Brigitte Kurmann-
Schwarz zum 65. Geburtstag, ed. by Katharina Georgi and Barbara von Orelli-Messerli
(Petersberg: Imhof, 2016), pp. 76-83.

Giinther, Hubertus, ‘Gedanken zur Absicht der Anima-Bruderschaft, alemannico more zu
bauen’, in Santa Maria dell/Anima, ed. by Susanne Kubersky-Piredda and Tobias Daniels
(Rome: Campisano, 2023), pp. 57-103.

Hirschi, Caspar, Wetthkampf der Nationen: Konstruktionen einer deutschen Ehrgemeinschaft

an der Wende vom Mittelalter zur Neuzeit (G6ttingen: Wallstein, 2005).



NOTIONS OF NATIONHOOD AND ARTISTIC IDENTITY

Hirschi, Caspar, The Origins of Nationalism: An Alternative History from Ancient Rome to
Early Modern Germany (Cambridge: Cambridge University Press, 2012).

Hubert, Philipp, and Nicole Hegener, ‘Lorenzettos Pieta in Santa Maria dell’Anima’, in
Santa Maria dell’Anima, ed. by Susanne Kubersky-Piredda and Tobias Daniels (Rome:
Campisano, 2023), pp. 231—260.

Koller, Alexander, and Susanne Kubersky-Piredda (eds.), Identita e rappresentazione: le
chiese nazionali a Roma, 1450-1650 (Rome: Campisano, 2015).

Kubersky-Piredda, Susanne, ‘Chiese nazionali fra rappresentanza politica e Riforma
cattolica: Spagna, Francia e Impero a fine Cinquecento’, in Identita e rappresentazione:
le chiese nazionali a Roma, 1450—1650, ed. by Alexander Koller and Susanne Kubersky-
Piredda (Rome: Campisano, 2015), pp. 17—64.

Kubersky-Piredda, Susanne, ‘Identita nazionale nell'eta di Gregorio XIII: nuovi studi per
il progetto Roma communis patria’, Romisches Jahrbuch der Bibliotheca Hertziana, 42
(2015/2016) [2018], pp. 383—388.

Kubersky-Piredda, Susanne, and Tobias Daniels, ‘Foreign Communities, Collective Identities,
and the Arts in Early Modern Rome’, RIHA Journal, 0237 (30 March 2020), https://doi.
org/10.1588/riha.2020.1.75928.

Kubersky-Piredda, Susanne, ‘The Madonna with Souls: Agency and Iconography of the
Anima Emblem between Sixtus IV and Gregory XIII', in Santa Maria dellAnima: di-
namiche sociali e arte di una comunita straniera a Roma tra 400 e ‘600, ed. by Susanne
Kubersky-Piredda and Tobias Daniels (Rome: Campisano, 2023), pp. 105-157.

Kubersky-Piredda, Susanne, and Tobias Daniels (eds.), S. Maria dell’Anima: dinamiche
sociali e arte di una comunita straniera a Roma tra 400 e ‘600 (Rome: Campisano, 2023).

Lohninger, Joseph, S. Maria dellAnima: die deutsche Nationalkirche in Rom (Rome: Selbst-
verlag, 1909).

Lorizzo, Loredana, ‘Carlo Saraceni e gli altri artisti attivi nella chiesa teutonica di Santa
Maria dell’Anima tra il 1614 e il 1620’, in Carlo Saraceni, 1579-1620: un veneziano tra Roma e
UEuropa (exhibition catalogue, Palazzo Venezia, Rome, 29 November 2013—2 March 2014),
ed. by Maria Giulia Aurigemma, Rossella Vodret Adamo and others (Rome: De Luca,
2013), pp. 147-157.

Mazzotta, Antonio, and Claudio Salsi (eds.), Vesperbild: alle origini delle ‘Pieta’ di Michelan-
gelo (exhibition catalogue Castello Sforzesco, Milan, 13 October 2018-13 January 2019)
(Milan: Officina Libraria, 2018).

Molnar, Antal, Giovanni Pizzorusso, and Matteo Sanfilippo (eds.), Chiese e ‘nationes’a
Roma dalla Scandinavia ai Balcani, secoli XV-XVIII (Rome: Viella, 2017).

Miiller, Jan-Dirk, and Ulrich Pfisterer, ‘Der allgegenwartige Wettstreit in den Kiinsten der
Frithen Neuzeit’, in Aemulatio: Kulturen des Wettstreits in Text und Bild (1450-1620), ed.
by Jan-Dirk Miiller, Ulrich Pfisterer and others (Berlin: De Gruyter, 2011), pp. 1-3.

Nagl, Franz, ‘Urkundliches zur Geschichte der Anima in Rom, Mittheilungen aus dem Archiv
des deutschen Nationalhospizes S. Maria dell’Anima in Rom, ed. by Franz Nagl and Alois

59


https://doi.org/10.11588/riha.2020.1.75928
https://doi.org/10.11588/riha.2020.1.75928

60

SUSANNE KUBERSKY-PIREDDA

Lang (= Romische Quartalschrift fiir christliche Altertumskunde und fiir Kirchengeschichte,
Supplement 12) (Rome: Buchdruckerei der Gesellschaft des géttlichen Heilandes, 1899),
pp-1-88.

Nicolini, Fausto, Larte napoletana del Rinascimento e la lettera di Pietro Summonte a
Marcantonio Michiel (Naples: Ricciardi, 1925).

Pastres, Paolo, ‘Luigi Lanzi e le scuole pittoriche’, in Luigi Lanzi archeologo e storico dell'arte,
ed. by Maria Elisa Micheli, Giovanna Perini Folesani, and Anna Santucci (Camerano:
Empatiabooks, 2012), pp. 185-232.

Pastres, Paolo, ‘Le scuole pittoriche nella letteratura artistica e nel collezionismo del
Seicento, inizio Settecento’, I/ capitale culturale: Studies on the Value of Cultural Heritage,
Supplementi, 8 (2018), pp. 533-559.

Piazza, Carlo Bartolomeo, Opere pie di Roma descritte secondo lo stato presente (Rome:
Bussotti, 1679).

Pierguidi, Stefano, Gloriose gare: la coscienza storica delle scuole pittoriche italiane (Trient:
Temi, 2020).

Raub, Andreas, ‘Heilige Anna, hilf! Die Annenkapelle in Santa Maria del’Anima im
Cinquecento’, in Santa Maria dell’Anima, ed. by Susanne Kubersky-Piredda and Tobias
Daniels (Rome: Campisano, 2023), pp. 261—288.

Rohlmann, Michael, ‘Antigisch art Alemannico more composita: deutsche Kiinstler, Kunst
und Aufttraggeber im Rom der Renaissance’, in Deutsche Handwerker, Kiinstler und
Gelehrte im Rom der Renaissance, ed. by Stephan Fiissel and Klaus A. Vogel (Wiesbaden:
Harrassowitz, 2001), pp. 101-180.

Russo, Antonio, ‘Una proposta per Bernardino Radi: la cappella di San Lamberto in Santa
Maria dell’Anima a Roma’ in Carlo Saraceni, 1579—1620: un veneziano tra Roma e 'Europa
(exhibition catalogue, Palazzo di Venezia, Rome, 29 November 2013—2 March 2014), ed.
by Maria Giulia Aurigemma, Rossella Vodret Adamo and others (Rome: De Luca, 2013),
Pp- 388-391.

Samperi, Renata ‘La fabbrica di Santa Maria del’Anima e la sua facciata’, Annali di ar-
chitettura, 14 (2002), pp. 109—128.

Schemper-Sparholz, Ingeborg, ‘Das Grabmal Kardinals Andreas von Osterreich in der
deutschen Nationalkirche Santa Maria dell’Anima in Rom, in La sculpture au service du
pouvoir dans 'Europe de [époque moderne, ed. by Sabine Frommel and Pawel Migasiewicz
(Rome: Campisano, 2019), pp. 135-150.

Schmidlin, Joseph, Geschichte der deutschen Nationalkirche in Rom Santa Maria dell’Anima
(Vienna: Herder, 1906).

Schuchard, Christiane, ‘Die Anima-Bruderschaft und die deutschen Handwerker in Rom
im 15. und frithen 16. Jahrhundert’, in Handwerk in Europa vom Spdtmittelalter bis zur
Friihen Neuzeit, ed. by Knut Schulz (Munich: Oldenbourg, 1999), pp. 1-25.

Schulz, Knut, and Christiane Schuchard, Handwerker deutscher Herkunft und ihre Bruderschaf-
ten im Rom der Renaissance: Darstellung und ausgewdhlte Quellen (Rome: Herder, 2005).



NOTIONS OF NATIONHOOD AND ARTISTIC IDENTITY

Sebastiani, Pietro de’, Viaggio sagro, e curioso delle chiese piti principali di Roma oue si nota
il piu bello delle pitture, scolture, & altri ornamenti (Rome: Bernabo, 1683).

Serra, Alessandro, ‘Roma, un laboratorio delle identita? Comunita “nazionali”, dinamiche
associative e linguaggio devozionale tra XVI e XVIII secolo’, in Venire a Roma, restare a
Romac: forestieri e stranieri fra Quattro e Settecento, ed. by Sara Cabibbo and Alessandro
Serra (Rome: TrE-Press, 2018), pp. 271-190.

Smith, Anthony D., National Identity (London: Penguin, 1991).

Smith, Anthony D., The Cultural Foundations of Nations: Hierarchy, Covenant, and Republic
(Oxford: Blackwell, 2008).

Solty, Waltraud M., Kontinuitdt und Wandel des Familienbildes am Beispiel der Anna Selbdritt
und der HL. Sippe in der deutschen Renaissancekunst, Ph.D. Thesis, University of Trier,
2016, https://doi.org/10.25353/ubtr-xxxx-2725-3fg0/.

Vasari, Giorgio, The Lives of the Painters, Sculptors, and Architects, ed. by William Gaunt
(London: Dent, 1970).

Vasari, Giorgio, Le Vite de’piu eccellenti pittori, scultori e architettori (Florence: Giunti, 1968).

Weil-Garris Brandt, Kathleen, ‘Notes on S. Maria dell’Anima’, Storia dell'arte, 6 (1970),
pp- 121-138.

Wiener Heiltumsbuch (Wien: Johannes Winterburger, 1502), https://www.europeana.eu/
it/item/g92002/BibliographicResource_1000093325526_source.

About the Author

Susanne Kubersky-Piredda is a Senior Scholar at the Bibliotheca Hertziana — Max
Planck Institute for Art History in Rome. She received her PhD from the University of
Cologne. Her research interests include collective identity and notions of nationhood
in early modern visual culture, the history of art markets and the social status
of the artist, and artistic exchange between Spain and Italy in the sixteenth and
seventeenth centuries.

61


https://doi.org/10.25353/ubtr-xxxx-2725-3f90/
https://www.europeana.eu/it/item/92002/BibliographicResource_1000093325526_source
https://www.europeana.eu/it/item/92002/BibliographicResource_1000093325526_source




2. A Failed Attempt to Establish a Spanish Art
Academy in Rome (1680): A New Reading of
Archival Documents

Maria Onori

Abstract

This essay investigates the failed attempt to establish an academy for Spanish artists
in Rome in 1680. The analysis of the protagonists—in particular, the perspective
painter Vicente Giner—and of the relationships with other academies like that of
France, the long-standing rival of Spain in Rome, sheds light on the Roman and
Spanish art worlds at the end of the seventeenth century. These academies had
a notable importance in the diffusion of art, and the formation and inclusion of
artists in the heterogeneous cultural environment of Rome.

Keywords: academies, Rome, Spain, seventeenth century, Herrera el Mozo, Vicente
Giner

Rome, 28 July 1680: A group of nine Spanish painters resident in the Eternal City
tries to create the first nucleus of what would become, in the second half of the
nineteenth century, the Real Academia de Espafia en Roma.' By signing a deed
witnessed by the notary Jacobus Antonius Redomtey, they constitute themselves as
members of an academy designed to study mathematics, painting, and sculpture.”
Although the project failed, for the reasons that I will detail below, the attempt to
establish a Spanish art academy in Rome is useful for understanding the artistic
life of Spanish artists in early modern Rome.

This essay aims to provide a new reading of the above-mentioned deed, already
well known to researchers in the first half of the twentieth century, who nonetheless

1 ASC,AGU, sect. I, vol. 642, s.n.
2 ASC, AGU, sec. ], vol. 642. Redomtey held the office of ‘apostolic notary public’ from 1668 to 1683.

Vermeulen, LR. (ed.), Art and Its Geographies: Configuring Schools of Art in Europe (1550-1815). Amsterdam:
Amsterdam University Press, 2024
DOI 10.5117/9789463728140_CHo02
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failed to understand the real meaning and impact of the event. My research at the
Archivio Storico Capitolino, the Archivio Apostolico Vaticano, and the Archivio dei
Virtuosi del Pantheon will help to decode the roles of officials (such as the Spanish
ambassador to the Holy See) and of foreign artists involved in the deed.

To clarify why Spain had a peculiar position in Roman society, we need to consider
what brought together the community of Spanish artists in Rome, to explain the
roles of the individuals involved, and to understand why the Spanish royal court
denied funding for founding a new academy.

The Spanish community, and the Iberian world more generally, are traditionally
linked to two churches in Rome and to the Spanish Embassy to the Holy See, which
has been located in Palazzo Monaldeschi since 1647, when Ambassador Iiligo Velez
de Guevara y Tassis, eighth Count of Ofiate (1597-1658) purchased the building.3
However, the absence for centuries of a permanent space for gatherings of Spanish
artists and intellectuals is key to understanding Spain’s level of self-awareness as
an ‘artistic nation an identity that could be expressed by socialising in both sacred
and secular places—for instance, in national churches, embassies, or academies.*

The Community of Spanish Artists in Rome

The history and the presence of Spanish artists in Rome did not start in the sev-
enteenth century, as much as it did not end with the failure of the 1680 proposal
for an art academy.

The situation was markedly different in the previous century. From the early
1500s onwards, Spanish artists regularly arrived and stayed in Italy, sometimes for
long periods of time, and their numbers were continually increasing. Beginning

3 San Giacomo degli Spagnoli and Santa Maria di Monserrato. As Anselmi points out in her volume on
the churches of the natione spagnuola, there were seven ecclesiastical institutions linked to the Iberian
world in Rome in the seventeenth century. These included the churches of Santi Ambrogio e Carlo al Corso,
San Francesco di Paola dei Calabresi, Santo Spirito dei Napoletani, Sant’Antonio dei Portoghesi, and Santa
Maria dell'Itria dei Siciliani. See Anselmi 2012, and the work of Vaquero Pifieiro on San Giacomo degli
Spagnoli and real estate property: most recently, Vaquero Pifieiro 1999 and 2014. On Palazzo Monaldeschi,
see Anselmi 2001, esp. pp. 53—54 for the purchase of the palace by the Count of Ofiate.

4 Much has been written about the term and the meaning of ‘nation’ and of national identity. Here,
‘nation’ indicates a community grouping very different from the idea of a modern nation. In early modern
Europe, the word ‘nation’ was used to differentiate groups of compatriots in a foreign city who shared
similar criteria for identity that were associated with a place linked to their country of origin. In the
case of Rome between the sixteenth and seventeenth centuries, ‘no other city could boast a comparable
number of foreign institutions that co-existed and interacted with one another’ (Koller, p. 8). See also
Prodi for a discussion of ‘nation’ and the concept from a historical perspective, and Koller on the national
churches in Rome.
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with Alonso Berruguete (c. 1486-1561) and Pedro Machuca (c. 1490-1550) in Florence
and Rome during the early 1500s, the presence of Spanish artists intensified after
the Sack of Rome in 1527.5 Moreover, as Redin Michaus has explained, in those
years after the Sack of Rome, the Spanish community was the largest and most
important foreign colony in Rome. Artists could count on the financial support of
their more erudite compatriots as they fought to enter the market of Roman art
commissions. Among these artists, the most prominent were Pedro Rubiales (c.
1518—c. 1560) and Gaspar Becerra (c. 1520-1568), who were employed to paint murals
at important sites, including the Sala dei Cento Giorni in Palazzo della Cancelleria
(1546-1547). Here, they were registered in 1546 as assistants of Giorgio Vasari, who
recorded them as ‘Bizzerra e Roviale spagnuoli’.®

By the mid-1600s, the situation had shifted significantly. As Thomas Dandelet has
noted, the decline of Spanish Rome under the pontificate of Urban VIII (1568-1644)
had a decided influence on the presence of Iberian artists.” Nevertheless, after
the election of Innocent X Pamphili (1574-1655) in 1644, King Philip IV (1605-1665)
and his delegates in Rome developed ways to re-establish the Spanish community.
Succeeding in reconsolidating ties and political alliances, Spanish artists started,
once again, to circulate in the orbit of prominent Roman patrons.®

It is important to stress that traditionally, only a small number of artistic acad-
emies existed in early modern Spain. One example, albeit linked to the scientific
sphere, was the Academia Real Mathematica, founded in 1582 in Madrid at the
request of Philip II (1527-1598).9 Its direction was entrusted to the royal architect,
Juan de Herrera (1530-1597), designer of the Alcazar of Toledo (1585), the cathedral
of Valladolid (1589), and the Royal Monastery of El Escorial (1594)."

Despite the founding of this academy, Madrid lacked official artistic train-
ing until the Academia de San Fernando was finally established in Madrid by
King Ferdinand VI (1713-1759) in 1752." The collections of the Academia de San
Fernando came to include all of the study material assembled by the painter Diego
Velazquez (1599-1660) during his travels to Rome (August 1629—December 1630,
January 1649—June 1651) as an agent of Philip IV to study classical antiquity and the

5  Sapori.

6 For Rubiales and Becerra, see Redin Michaus, pp. 27-150, 157—247. For the quotation, see Vasari, VI,
p- 388.

7 A critical and controversial text, Dandelet’s work remains the only comprehensive study of the
Spanish community in Rome during the seventeenth century. See Dandelet, p. 188.

8 This tendency was confirmed by the election of Pope Alexander VII Chigi (1599-1667) in 1655 and
Pope Clement IX Rospigliosi (1600-1669) in 1667, who had been the apostolic nuncio to Madrid for nine
years. Dandelet, p. 203.

9 Yeves Andrés.

10 Barreiro Pereira.

11 Heras Casas.
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great Renaissance masters. His paintings, statues, and plaster casts would later be
studied and used as models in Madrid."*

During the seventeenth century, the only formal art academy on Spanish territory
was the Academia de Bellas Artes (‘Academy of Fine Arts’) in Seville, founded by
Bartolomé Esteban Murillo (1618-1682) and Francisco Herrera el Mozo (1627-1685)
on 11 January 1660.” This academy represented the sole attempt to create an
institutional meeting point for Sevillan painters in the style of the Roman Accademia
di San Luca.'* The Academia of Seville lasted just a few years: in 1674, fourteen
years after its foundation, it was closed due to economic problems, quarrels among
the artists, and the absence of an official acknowledgement by the Crown.

Spain was not alone in this scenario; most national entities did not feel the need to
found an academy. Indeed, despite the fact that English travellers were documented
in Rome throughout the Seicento, the presence of British painters and sculptors in
formal academies only became significant from the 1740s onwards, at the height
of the Grand Tour.’s Similarly, the German artists’ colony in Rome would have to
wait until the eighteenth century to develop comprehensively.’® In some instances,
the existence of an official seat or institution was not necessary to consolidate
ties amongst national residents of foreign cities. [lluminating evidence of this is
offered by the ‘Bentveughels’ a confraternity of Netherlandish artists in Rome that
remained a fundamental reference point for the Dutch community throughout the
seventeenth and eighteenth centuries without being a formal academy."

Spanish artists, on the other hand, in accordance with the French model, sought
and expected support from Madrid, and requested direct approval and financing
from the court. The Académie de France in Rome was a model for the Spaniards:
founded in 1666, it was powerfully active, initially located in Palazzo Mancini
Salviati al Corso and, from 1803, in its present location in Villa Medici.!®

The foundation of the Académie de France in Rome was clearly instrumental
for King Louis XIV's grand displays of ‘art propaganda’. Apart from being a place
where artists could socialise and study together, the Académie de France was a
powerful symbol and tool of the cultural agenda of the French monarchy, and of

12 For the activity of Velazquez in Rome, see the studies of Harris: the articles from 1958 and 1960, as
well as the monographs from 1982 and 2006. Most recently, see the studies by Garin-Llombart and Salort
Pons.

13 Some of the key recent work on Murillo were presented during the conference for the fourth centennial
of the artist: Navarrete Prieto 2019.

14 For more recent studies, see Corzo Sanchez, Garcia Baeza, and Sanchez-Cortegana.

15 Falabella.

16 Loevinson, p. 1.

17 On the Bentveughels, see Hoogewerff; Schulte van Kessel. Most recently, in connection with the
academic tradition in Rome and the Accademia di San Luca, see Hendrix.

18 Coquery, pp. 29-35.
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Louis XIV himself, and it succeeded in carving out a slice of the Roman art market
and aggressively asserting the king’s ‘physical’ presence in the Eternal City.

Although the Spanish monarchy was probably less interested than the French
in being represented artistically by an outpost in Rome, a group of Spanish artists
sought the support of King Charles II (1661-1700) to establish an academy of the arts
in Rome in 1680. Their appeal was turned down, as I will detail below. Throughout the
seventeenth and eighteenth centuries, contacts between Spanish artists remained
informal. The first group of pensionados of the Academia de San Fernando only
arrived in Rome in 1758."9 By 1873, a new institution for Iberian artists had been
founded: the Real Academia de Espafia en Roma, still located in the Franciscan
convent of S. Pietro in Montorio on the Janiculum Hill.2°

The failed attempt to establish an art academy in Rome during the reign of
Charles ITis thus an important puzzle piece in the study of the places, identitarian
residences, and associations that contributed to creating a sense of identity and
belonging for foreign residents in Rome.*

The Ambassador’s Endorsement and the King’s Refusal

The discovery of the failed attempt to create an academy ‘de la Nacién Espariola’
was initially announced by Luis Pérez Bueno in 1947, and was based on a document
preserved in the correspondence between the Spanish ambassador in Rome, Gaspar
de Haro y Guzman, seventh Marquis del Carpio (1629-1687), and King Charles I1.>*

From this documentation, it can be inferred that the proposal originated with
the Spanish artists then living in Rome, in particular with Vicente Giner (1626-1681),
who had been designated by the Spanish-Roman artistic community as their
representative and who spoke for himself and on behalf of the Spanish painters
living in the Eternal city (Fig. 7).>3 Originally from Valencia, Giner was a perspective
painter and was probably a pupil or collaborator of Viviano Codazzi (c. 1604-1670),
a specialist in architectural capricci. Because he had been living in Rome for some

19 Gallego Garcia.

20 The Spanish academy would be given a permanent seat in the complex of the convent of San Pietro
in Montorio on 23 January 1881; see Bagolan.

21 Analysis of the historical and artistic phenomena related to foreign communities and national
churches in Rome from the mediaeval period to the modern age is the objective of the Minerva research
group Roma communis patria, coordinated by Susanne Kubersky-Piredda and promoted by the Max
Planck Institute from 2011 to 2015.

22 Pérez Bueno; this was a discovery based on documents already published in Vifiaza, pp. 271-278.
The document is preserved in the Archivo General de Simancas (Estado, Rome, legajo 3.063). On Carpio’s
collections and patronage of the arts, see Ortiz-Iribas; Frutos Sastre 2009, 2010.

23 Pérez Bueno, p. 155.
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7.Vicente Giner, Interior of a Basilica with Musicians, c. 1675, oil on canvas, 121 x 167 cm, Museo de Bellas Artes de
Valencia, Valencia. © Museo de Bellas Artes de Valencia, Valencia.
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time, he had become prominent among the Spanish artists living in the city.>4
Indeed, he signed the document on behalf of ‘otros nueve espafioles, todos de
profesion pintores, residentes en la Corte de Roma de algunos afios a esta parte’
(‘nine other Spaniards, all professional painters, resident in the Court of Rome for
some years now’).?> The ten petitioners requested royal approval and funds for the
creation of an art academy.?® They argued that it was essential to found an academy
‘a similitud de las demas Naciones’ (‘like the other nations’).*

The proposal did not meet with the Spanish court’s approval, and Pérez Bueno
partially transcribed the negative response sent by the Council of Italy to the
Marquis of Carpio.?® The ambassador was instructed to inform the painters that
their petition had been rejected for financial reasons: ‘pues el erario no esta oy
para semejantes desperdicios’ (‘because the treasury is not for such waste’).*9 It is
interesting to see that their request, sponsored by the ambassador to the Holy See,
was deemed a desperdicio: a waste.

Strangely enough, the 1680 correspondence between the papal nuncio to Madrid,
Cardinal Savo Mellini (1644-1701), and the Vatican Secretariat of State (who dealt
with the major political, social, and cultural events in Rome and Madrid), does
not mention the artists’ proposal 3° The lack of discussion of the proposal may be
due to the fact that in November 1680, both the court of Madrid and the Holy See
strongly disliked and censored the ambassador’s work in Rome because of two
events that had undermined his reputation.

Cardinal Mellini details, in a letter dated 21 November 1680, how Carpio had
decided to move the Spanish post office to the embassy district without request-
ing the pope’s permission.3' Two more letters (respectively of 22 November and
5 December 1680) describe an event involving the marquis’s servants in an inn on
Via di Ripetta.3* The measures taken by Carpio against his servants were considered

24 Ithasnotyet been firmly established whether Giner served an apprenticeship with Codazzi (Marco
Garcia, p. 752); Marshall has hypothesized that he trained in Codazzi’s workshop between 1650 and 1660
(Marshall, pp. 226, 256—260, 264—283). He has also identified the influence of Cornelis de Wael (1592-1667)
on a painting by Giner and has suggested that the two men met in Genoa before the Spanish artist arrived
in Rome (Marshall, p. 505).

25 Pérez Bueno, pp. 155-156.

26 ‘Con el solo fin de adelantarse en las Artes de Pintura, Arquitectura, Escultura y Matematicas’
(‘For the sole purpose of improving their knowledge of the arts of painting, architecture, sculpture, and
mathematics’). Pérez Bueno, p. 156.

27 ASC, AGU, sect. I, vol. 642.

28 The Consejo de Italia was the Spanish monarchy’s institution for managing and governing the Spanish
properties in Italy.

29 Pérez Bueno, p.157.

30 On Mellini, see Tabacchi.

31 AAV,SS, Spagna, vol. 155, fols. 1376r-1376v.

32 AAV,SS, Spagna, vol. 155, fols. 1382r-1383r, 1440r-1440v.
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so useless that on 5 December, the nuncio concluded: ‘in avvenire tenga la sua
famiglia ne limiti convenevoli al rispetto dovuto al Governo Pontificio’ (‘in future,
he shall keep his household within the limits appropriate to the respect due to
the Pontifical Government’).33 In other words, the issue resulted in a conflict of
jurisdiction between the natione spagnuola and the pope that encompassed the
entire embassy quarter.3* Unfortunately, Carpio lost credibility right when Giner
and the other nine painters asked him to intercede at court on their behalf.

We can nonetheless surmise that the project to create a single, physical meeting
place devoted to studying the arts was a key goal of, and had strong support amongst,
the community of Spanish artists in late seventeenth-century Rome.

The Self-Awareness of the Spanish Artists’ Proposal

The document found by Pérez Bueno (dated 27 October 1680) can be compared
with a source from the Archivio Storico Capitolino, which contains the original
proposal and is dated a few months earlier, 28 July 1680.35 This document is evi-
dently a fully-fledged act of association: a constitutive deed witnessed by a notary,
Redomtey, in which Giner does not figure among the signatories (in contrast to the
document discovered by Perez Bueno, in which Giner himself wrote to the king
on behalf of himself and nine other painters). The signatories to the 28 July 1680
document were: Pedro Granera, Pedro Capaces, Luis Serrano de Aragon, Antonio
de San Juan, Sebastian Muifioz (c. 1634-1709), Martin Rulli, Antonio Gonzalez,
Juan Ximeno, and Gonzalo Thomas de Meca. They decided to elect ‘por nuestro
Academico mayor el Sefior Don Vicente Giner’ (‘as Senior Academician Mr. Don
Vicente Giner’), and this is likely the reason for the absence of Giner’s signature
from the document.3°

With the exception of Sebastian Mufioz, a pupil of Claudio Coello (1642-1693)
who studied in Rome in 1680-1684 with Carlo Maratta (1625-1713) according to
Antonio Palomino de Castro y Velasco (1655-1726), the other names remain unknown
(Fig. 8).37 In addition, no information is provided on the academy’s physical location
in Rome. Presumably, given the support of the Spanish ambassador in Rome,

33 AAV,SS, Spagna, vol. 155, fol. 1440v.

34 On the conflict between Papal jurisdiction and the right of the Spanish embassy to diplomatic
immunity, see Anselmi 2001, pp. 171-179.

35 Pérez Bueno, p.155. The document preserved in Archivio Storico Capitolino had already been traced
and noted in Aterido Fernandez, p. 179, note 1, but not analyzed.

36 ASC, AGU, sect. I, vol. 642.

37 Martinez Ripoll and Pérez Sanchez, pp. 328-329. For the quotation, see Palomino De Castro y Velasco,
II1, p. 1048. We can consider 28 July 1680 to be the terminus ante quem for Mufioz’s arrival in Rome.
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8. Sebastian Munoz, Self-Portrait, 1670-1680, oil on canvas, 42.7 x 35 cm, Museo Nacional del Prado, Madrid. © Photo-
graphic Archive, Museo Nacional del Prado, Madrid.
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the academy would have occupied space in the Spanish embassy or in one of its
dependencies.

The assembly listed in the document of 1680 also expressed its desire to have
the academy directed by an academician in Spain and a deputy in Rome: Francisco
Herrera el Mozo and Vicente Giner, respectively.3®

One of the renowned artists of the Spanish Baroque, Herrera was already court
painter to Charles II at the time (Fig. 9). It is possible that the nine painters selected
him to be the ‘long-distance’ director of the academy because of his previous
experience as director and founder of the Academia de Bellas Artes of Seville. He
was also highly knowledgeable of Italian art and had acted as an artistic mediator
between Rome and Madrid.3® The document is not specific about his future duties;
it only suggests that the Roman director—Giner—would take orders from Herrera
and from Madrid.*° What relationship between the Spanish artists in Rome and
Madrid would have determined the appointment of Francisco Herrera el Mozo, who
had lived in Rome between 1649 and 1653, at this new academy?+ What functions
were implied in his role as long-distance director’ from the Spanish court? Would
he have directed the work of teachers and students? Was he planning to seek out
decorative and iconographic Roman models and circulate them in his homeland?+*
Or was he supposed to simply oversee the development of this enterprise? All
these questions remain open, but the proposal of the academy and Herrera’s role
in it certainly remind us of the immense importance that the study of Rome, its
classical antiquities, and the canonical works of the Renaissance masters had by
then acquired for the Siglo de Oro espariol.*

Interestingly, the document of 28 July provides detailed information about the
origins of each artist. When the deed was signed, the names of the fathers and
the cities of origin of each of the signatories were meticulously recorded.** Pedro
Granera and Pedro Capaces were from Zaragoza, Luis Serrano de Aragon from
Malaga, Antonio de San Juan from the bishopric of Calahorra, Sebastian Mufioz

38 ASC, AGU, sect. I, vol. 642.

39 Itisimportant to remember that Herrera himself had travelled to Rome in his youth, thirty years
earlier. See Palomino De Castro y Velasco, III, p. 1020. On Herrera, see Pérez Sanchéz, pp. 294-299. My
thanks go to Benito Navarrete Prieto for his invaluable suggestions.

40 ASC, AGU, sect. I, vol. 642.

41 For the dates of Herrera’s sojourns in Rome, see Navarrete Prieto 2018, p. 111.

42 On the reception of Italian Baroque models in Madrid, see Navarrete Prieto 2008.

43 Onthe diffusion of sixteenth-century Venetian painting, the Carracci, and Luca Giordano (1634-1705)
by direct viewing of the originals or as prints by the artists of the late Spanish Baroque, see Navarrete
Prieto 2014. Herrera’s ties to Italy, and Rome in particular, can also be demonstrated graphically. See
Navarrete Prieto 2018.

44 ‘Todos espaiioles naturales al presente residentes en Roma’ (‘All natural Spaniards presently residing
in Rome’). ASC, AGU, sect. I, vol. 642.
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9. Francisco Herrera el Mozo, Saint Joseph’s Dream, c. 1662, oil on canvas, 196.5 x 209.5 cm, Museo Nacional del Prado,
Madrid. © Photographic Archive, Museo Nacional del Prado, Madrid.
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from Segovia, Martin Rulli from Palma in the bishopric of Mallorca, Juan Ximeno
from Panerudo in the archbishopric of Zaragoza, Antonio Gonzalez from Toledo,
and Gonzalo Thomas de Meca from the bishopric of Cordoba.

The geographical origins of artists is currently a focus of research for analysing
early modern cultural identities.#5 An illustrious predecessor for these artists
who consciously promoted his geographical origins, as well as his ‘Spanishness),
was Jusepe de Ribera (1591-1652). Javier Portus has examined the ways in which
Ribera habitually signed his works. In most cases, he added ‘esparfiol’ or ‘hispanus’
after his name in his signatures.*® After he was admitted to the Accademia di San
Luca in 1613, he added another qualification: ‘academicus romanus’.#” This double
qualification reveals how Ribera identified with both Spanish and Roman artistic
education, and probably with both regions, as if he combined two souls in one
single body. He was also able to exploit this ambiguity for personal propaganda,
to emphasise his adaptation to the Roman Accademia di San Luca, and to present
himself as a cultivated artist of Italian and academic formation. In contrast, Giner,
the member of the group who could have laid the greatest claim to this double
‘Hispano-Roman’ formation, did not sign the petition’s document.

The profile of Vicente Giner has recently been reconstructed by Aterido Fernan-
dez, who discovered Giner’s will, the record of his name in the parish registries
of the Archivio Storico del Vicariato di Roma, his residence, and part of the social
circle he frequented.*®

My doctoral research in the Roman archives on the Iberian community can
fill in some of the remaining gaps regarding Giner’s life and activity in Rome.*?
A Spaniard named Vincenzo Giner was admitted to the Congregation of the
Accademia dei Virtuosi del Pantheon during the regular associates’ meeting of
16 February 1680.5° The congregation’s register of 10 March 1680, specifies his profes-

45 See DaCosta Kauffman.

46 Portus, pp.19—36. Most of his points had been previously and publicly made by Sabina de Cavi in two
unpublished conference papers: Jusepe de Ribera Espariol F(ecit), at the conference ‘The Mistress-Court of
Mighty Europe: Configuring Europe and European Identities in the Renaissance & Early Modern Period’,
on11 September 2004 at the Department of English, University of Wales, chaired by A. Hiscock in Bangor,
Wales (UK), and again in the session entitled: ‘Authorship and Identity in Early Modern Signatures III:
Cryptic Signatures’, chaired by D. Boffa and K. Rawlings, at the Renaissance Society of America Annual
Meeting held on 22 March 2012 in Washington, DC (USA).

47 Inparticular, see Portus, pp. 33-34.

48 Aterido Fernandez.

49 ‘Natione Spagnuola’. Arte e committenza iberica a Roma (1647—-1700) (‘Natione Spagnuola’. Iberian Art
and Patronage in Rome’), which I defended in July 2021 at the Sapienza, University of Rome.

50 ‘Fufattala Congatione nel nostro solito Oratorio dove si disse dover rifare la festa del n.ro Patriarca
S. Giuseppe colla musica, quadri, et in ogni altro miglior modo. [...] e molti furono proposti per nostri
Confratelli li seguenti e come molti di questi sono academici di San Luca e gl'altri virtuosi cogniti furono
tutti ammessi et approvati per nostri confrari con voti universali, e sono [...] D. Vincenzo Giner da
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sion: ‘D. Vincenzo Giner Pitt[o]re Prospetico’.?* Throughout 1680, Giner attended
every meeting, and on 8 December, he was nominated first vice-regent to the new
regent, the Sicilian painter Agostino Scilla (1629-1700).5* His office was confirmed
on 10 January 1681.53 Giner’s presence at meetings was then recorded throughout
the year, up to 10 August, in line with the date of his death identified by Aterido
Ferndndez (5 September 1681).54 At the meeting of 14 September 1681, only Scilla
and the chamberlain, Giovanni Amerani, were registered—a detail confirming
that by that date Giner had died in Rome.5% Giner’s death is also mentioned in the
chamberlain’s expense book.5°

The Spanish painter, who had thus become a member of the Congregation of the
Virtuosi before trying to establish an academy, may have sought admission in order
to demonstrate his reputation as a painter within the Roman artistic community.
The Accademia dei Virtuosi del Pantheon, then known as the Congregation of St
Joseph of the Holy Land, was, and still is, the oldest confraternity of artists ever
founded in Rome, authorised by Pope Paul III (1468-1549) in 1542. In addition to
providing welfare assistance to its members, the Congregation played a crucial
role in their studies and in the artists’ interactions with the Roman public, thanks

Valenza di Spagna Pittore’ (‘The Meeting was held in our usual Oratory where it was said that the feast
of our Patriarch St Joseph ought to be held again with music, paintings, and all the best possible means.
[...] and many men were then nominated to become our confréres and since many of them are members
of the Accademia di San Luca and men of renown they were all admitted and approved as confreres by
unanimous vote, and these are [...] D. Vincenzo Giner from Valenza in Spain, Painter’). APAVP, Libro delle
Congregazioni 1674-1712, fols. 28—29.

51 APAVP, Libro delle Congregazioni1674—1712, fol. 30. See Marshall, and previously Soria, for the first
attributions of perspective paintings to Giner.

52 APAVP, Registro delle Congregazioni 1653-1701, sn. The regent oversaw the Council of Virtuosi
(composed of thirty Virtuosi: ten painters, ten sculptors, and ten architects). The first vice-regent held
the office of regent in his absence.

53 ‘Futenutala Congazione nel solito Oratorio dove fatte le n.re consuete Orationi si diede possesso alli
Signori Reggente et Aggiunti nuovi, [...] et cioe: Li Signori Agostino Scilla Reggente; D. Vincenzo Giner
Primo Aggiunto; Michele Maglia 2 Aggiunto’ (‘The Meeting was held in the usual Oratory where after
the customary Speeches the new Regent and Vice Regents took office, [...] to whit: Messers Agostino
Scilla, Regent; D. Vincenzo Giner, First Vice Regent; Michele Maglia Second Vice Regent’). APAVP, Libro
delle Congregazioni1674—-1712, fol. 33. Giner’s relations with the confréres of the Pantheon, in particular
with Scilla, who was also linked to the Spanish Crown, require investigation and are the subject of a
forthcoming study by the author.

54 Aterido Fernandez, p. 181, note 13.

55 APAVP, Registro delle Congregazioni 16531701, sn.

56 ‘Al Signore D. Sforza Farina per 15 messe uno baiocco e 50 moneta, per cinque Fratelli defonti e sono
stati li Signori Giovanni Bonatti, Giovanni Colli, D. Vincenzo Giner, Guglielmo Teuter, Francesco Spier’
(‘To Signore D. Sforza Farina for 15 masses one baiocco and 50 moneta, for five deceased brothers, namely
Giovanni Bonatti, Giovanni Colli, D. Vincenzo Giner, Guglielmo Teuter, Francesco Spier’). APAVP, Spese
del Camerlengo, 1667-1713, fol. 147.
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to the exhibitions organised each year on the feast day of St Joseph (19 March) in
the vestibule of the Pantheon. Since admission to the Virtuosi was reserved for
the academicians of San Luca and famous painters, it is likely that Giner already
enjoyed a certain level of fame in Rome during the second half of the seventeenth
century, before he was selected by his Spanish companions to represent them at
their academy.

Seventeenth-century biographers of Spanish artists, such as Palomino, do not
make any reference to Giner’s pictorial oeuvre. However, the absence of his biography
in the El Parnaso Espariol pintoresco laureado (Madrid: Lucas Antonio de Bedmar,
1724) might not be due to a lack of fame, but could instead be explained by a differ-
ence in perspective. Since Giner spent most of his life in Rome and never returned
to Spain, it is possible that Palomino considered him an Iberian-born, naturalised
Roman artist rather than a pintor espariol.5”

The story of the failed attempt to create a Royal Academy of Spain in Rome in
1680 helps to clarify the role of Spanish artists in Rome. My analysis of the founding
documents demonstrates the presence of the artists, their engagement in the Roman
cultural environment, and their self-consciousness as vassals of Spain.

In conclusion, we can define the attempt to constitute the first, albeit stillborn,
Spanish academy in Rome as important and atypical. Despite the failure of the
proposal, the documents delineate a lively panorama of the Spanish painters active
in the city during the second half of the seventeenth century. The documents also
reveal that these artists were sufficiently aware of their merit to propose that
the king fund them through the creation of a formal Royal Academy and were
correspondingly confident that they would obtain the support of Charles II. Without
doubt, although financial support was denied, the community of painters managed
to consolidate the role of Spanish artists in the Roman academies. Even such a
failed attempt was nonetheless capable of contributing to the process of cultural
unification of Spanish nationals within the competitive and heterogeneous art world
of seventeenth-century Rome.5® Though never receiving political confirmation,
the self-awareness of the community prevailed in this historical time and space.

57 Vifazaincludes the document related to the creation of the Academy in his additions to the biography
of Herrera. In this case, too, Giner did not ‘merit’ a complete biography of his own. There is only a mention
of one ‘Giner, pintor valenciano. Pint6 perspectivas con mucho gusto é inteligencia 4 principios del siglo
XVII' (‘Giner, Valencian painter. He painted perspectives with great pleasure and intelligence at the
beginning of the seventeenth century’). Vifiaza, p. 192.

58 Inthe Simancas letter cited by Pérez Bueno, p. 156, we read: ‘se establezca un Seminario de virtudes
a emulacion de Franceses, Tudescos, Ingleses, Italianos y otras Naciones, logrando al mismo tiempo los
pobre escolares espafioles este asylo para continuar tan honrados principios y studios’ (‘A Seminar of
virtues in emulation of French, German, English, Italian, and other Nations is established, while at the
same time the poor Spanish schoolchildren achieve this institution to continue such honored principles
and studies’).
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Archival Material

Archivio Apostolico Vaticano, Rome (AAV)
— Segreteria di Stato (SS), Spagna, vol. 155.

Archivio della Pontificia Accademia dei Virtuosi del Pantheon, Rome (APAVP)
— Libro delle Congregazioni, 1674-1712.
— Registro delle Congregazioni, 1653-1701.
— Spese del Camerlengo, 1667-1713.

Archivio Storico Capitolino, Rome (ASC)
— Archivio Generale Urbano (AGU), sect. I, vol. 642.
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