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ATTRIBUTED TO DOMENICO FIASELLA CALLED IL 

SARZANA 

@111 PORTRAIT OF A GENTLEMAN 

Oil on canvas 40% x 33% inches 
102 x 84.5 cm 

Note: One may compare this painting to a portrait of Costantin Gentile by 
Fiasella which was exhibited in Genoa Palazzo Reale, Mostra di Pittori 

Genovest del Seicento e del Settecento, 1938, no. 32 (as belonging to the 

Marchese Ambrogio Doria). 

Provenance: 

Apponyi, Budapest 
Sale: Christie's, London, June 21, 1968, lot 101 (as by Bartolomé 

Esteban Murillo) 

$25,000/35,000 
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HINO ASSERETO 

Circe Mulling Wine 

by GIOACC 





y
e
a
r
 

165 

lieaGiy COMM! 

O
N
S
 

1O
r 

C
a
n
v
a
s
e
s
 

h
e
,
 

of 
the 

plagrue 

Stylistically 
he 

derived 
from 

Ansaldo 
the 

manner 
of 

composition 
in 

which 

thé 
architectural 

element 
of 

the 
background 

plays 
a 

prominent 
role 

(cf. 
the 

Last 
S
u
p
p
e
r
 

of 
S. 

Siro 
a
n
d
 

of 
N.S. 

del 
M
o
n
t
e
)
.
 

E
v
e
n
 
m
o
r
e
 
i
m
p
o
r
t
a
n
t
 

is 
the 

role 

of 
Assercto 

in 
the 

typology 
of 

his 
figures, 

in 
the 

b
r
u
s
h
w
o
r
k
 

and 
color 

which, 

however, 
in 

the 
w
o
r
k
s
 

of 
O
r
a
z
i
o
 
leans 

m
o
r
e
 
heavily 

t
o
w
a
r
d
s
 

reds 
and 

s
h
o
w
s
 
m
o
r
e
 

contrasts. 
A
m
o
n
g
 

the 
G
e
n
o
e
s
e
 

painters 
Orazio 

is one 
of 

the 
most 

serious, 
one 

of 

m
a
s
t
e
r
s
 

Ww 

» was given least to decorative or ornamental detail (Labo). 

30 Christ Washing the Feet of His Disciples. 

He 

riseth 

from 

supper, 

and 

laid 

aside 

his 

garments; 

and 

took 

a 
towel, 

and 

cirded 

himself. 

After 

that 

he 

poureth 

water 

into 

a 
basin, 

and 

began 

to 

wash 

the 

sciples’ 
feet, 

and 
to 

wipe 
them 

with 
the 

towel 
wherewith 

he 
was 

girded. 
.. 

. 

Peter 
saith 

unto 
him, 

T
h
o
u
 

shalt 
never 

wash 
m
y
 

feet. 
Jesus 

a
n
s
w
e
r
e
d
 

him, 
If 

I 

wash 
thee 

not, 
thou 

hast 
no 

part 
with 

me.” 
(John 

XIII: 
4ff) 

: 

C
a
n
v
a
s
 

7
0
1
5
 

x 
8414 

in. 

This 
splendid 

painting, 
convincingly 

attributed 
to 

Orazio 
de 

Ferrari 
by 

Dr. 
Gian 

Vittorio 
Castelnovi, 

shows 
this 

master 
at 

a 
supremely 

felicitous 
moment. 

The 

composition 
as 

well 
as 

the 
characterizations 

of 
the 

figures 
could 

not 
be 

more 

ndividual 
and 

distinguished, 
recalling 

to 
s
o
m
e
 

extent 
the 

best 
of 

G
i
o
v
a
n
n
i
 Andrea 
Ferrari. 
The 
type 
as 
well 
as 
the 
pictorial 
rendition 
of 
the 
Christ 
to 
a certain 
extent 
approaches 
the 
expressive 
means 
of 
Orazio’s 
younger 
contempo- 

rary, 
Valerio 
Castello. 
The 
present 
painting, 
owing 
perhaps 
to 
the 
relationship 
of 

subject, 
brings 
to 
mind 
Orazio’s 
“St. 
Augustine 
washing 
the 
Feet 
of 
Christ” 
in 

sane 
Accademia 
Ligustica, 
Genoa, 
which 
it 
surpasses 
by 
far 
in 
means 
of 
expres- 

sion 
and 

comp» 
sition, 

as 
well 

as 
the 

strictly 
pictorial 

qualities 
of liquid 

brushwork. 

R
F
F
E
R
E
N
C
E
:
 

F. 
Al
iz
er
}.
 

Gu
id
a 

ar
ti
st
ic
a 

pe
r 

la
 

ci
tt
a 

di
 

Ge
no

va
, 

Ge
no
a,
 

18
46
-4
7,
 

II
, 

rt
. 

Il
, 

p.
 

11
87

 
(s
ug
ge
st
s 

at
tr

ib
ut

io
n 

to
 

Pa
lm

ie
ri

);
 

id
em
, 

18
75
, 

p.
 

55
7 

(w
it
ho
ut
 

et
tr

ib
ut

io
n 

)
.
 

Le
nt

 
by
 

th
e 

Ba
si
li
ca
 

Sa
n 

Fr
an
ce
sc
o 

da
 

Pa
ol

a,
 

G
e
n
o
a
 

F
I
A
S
E
L
L
A
,
 

D
o
m
e
n
i
c
o
 

“I
l 

S
a
r
z
a
n
a
”
 

(
1
5
8
9
 

S
a
r
z
a
n
a
—
G
e
n
o
a
 

1
6
6
9
 

)
 

Th
e 

so
n 

of
 

a 
gu

il
de

r,
 

D
o
m
e
n
i
c
o
 

Fi
as

el
la

 
wa

s 
se

nt
 

to
 

Ge
no
a 

at
 

an
 

ea
rl
y 

ag
e 

to
 

st
ud
y 

pa
in

ti
ng

 
in

 
th

e 
sc
ho
ol
s 

of
 

Pa
gg

i 
an

d 
Lo

mi
. 

So
on
 

he
 

al
so

 
we
nt
 

to
 

R
o
m
e
,
 

ve
re

 
he

 
st
ay
ed
 

fo
r 

ab
ou

t 
a 

de
ca

de
 

un
ti

l 
ar

ou
nd

 
16

17
, 

an
d 

wh
er

e 
he
 

wa
s 

th
e 

<l
pe

r 
of

 
Pa

ss
ig

na
no

 
an

d 
of

 
th
e 

Ca
va

li
er

e 
d’

Ar
pi

no
. 

Th
er

e 
he

 
be
ca
me
 

ac
qu

ai
nt

ed
 

ai
so

 
wi

th
 

th
e 

C
a
r
a
v
a
g
g
e
s
q
u
e
 

tr
en

ds
 

of
 

pa
in
ti
ng
, 

wh
ic

h 
ex

er
ci

se
d 

a 
pr
of
ou
nd
 

in
- 

fu
en

ce
 

on
 

hi
s 

ar
ti

st
ic

 
fo
rm
at
io
n.
 

Fi
as
el
la
 

mi
gh
t 

ev
en

 
be

 
co
ns
id
er
ed
 

th
e 

mo
st

 
ei
te
ct
iv
e 

me
di
at
or
 

of
 

Ca
ra
va
gg
es
qu
e 

el
em

en
ts

 
in
 

Ge
no

es
e 

pa
in

ti
ng

. 
I]
 

Sa
rz

an
a 

jo
ye

d 
th

e 
fa
vo
r 

of
 

ma
ny

 
Ge

no
es

e 
pa
tr
ic
ia
n 

fa
mi
li
es
, 

wh
o 

co
mm
is
si
on
ed
 

wo
rk

s 
to

r 
ch
ur
ch
es
 

an
d 

fo
r 

th
ei

r 
pa
la
ce
s 

in
 

Ge
no
a 

as
 

we
ll
 

as
 

al
on
g 

th
e 

Ri
vi

er
a.

 
In
 

16
35

 

hie 

he
 

wa
s 

ca
ll
ed
 

to
 

M
a
n
t
u
a
 

b
y
 

D
u
k
e
 

Ch
ar

le
s 

I 
G
o
n
z
a
g
a
,
 

w
h
e
r
e
 

he
 

r
e
m
a
i
n
e
d
 

fo
r 

so
me
 

ti
me

, 
U
p
o
n
 

hi
s 

re
tu
rn
 

to
 

G
e
n
o
a
 

he
 

co
nt

in
ue

d 
hi
s 

fr
ui
tf
ul
 

ac
ti

vi
ty

, 
pr
ov
id
in
g 

pa
in
ti
ng
s 

fo
r 

Na
pl
es
, 

Me
ss
in
a,
 

an
d 

Sp
ai

n.
 

Fi
as
cl
la
’s
 

pa
in

ti
ng

 
st
yl
e 

is
 

no
ur
is
he
d 

by
 

Ca
ra

va
gy

es
qu

e 
tr
en
ds
 

of
 

re
al

is
m.

 
Hi
s 

wo
rk
s 

ir
eq

ue
nt

ly
 

ma
ni
fe
st
 

co
nt
ac
t 

wi
th
 

Ge
nt
il
es
ch
i.
 

He
 

ha
d 

m
a
n
y
 

pu
pi

ls
, 

a
m
o
n
g
 

th
em
 

Fr
an
ce
sc
o 

Me
ra
ni
, 

G.
 

B.
 

Ca
so

ni
 

an
d 

Ge
nt

il
es

ch
i’

s 
so

n,
 

Fr
an
ce
sc
o.
 

5) 
Cririst 

W
K
a
i
s
i
n
g
 

t
h
e
 
S
o
n
 

Of 
Che 

WwW 
d
o
w
 

Of 
u
N
a
i
h
.
 

O
n
e
 

day 
Jesus 

went 
to 

Nain. 
N
e
a
r
 

the 
gate 

of 
the 

city 
a 

d
e
a
d
 
m
a
n
,
 

the 
only 

son 

ido 
i 

1 
Vhe 

: 
y 

he 
> 

ha 
ymipassion 

of 
a 
w
i
d
o
w
,
 

w
a
s
 

being 
carried 

out. 
W
h
e
n
 

the 
L
o
r
d
 
saw 

h
e
r
,
 n
o
r
e
 
c
o
m
y
 

, 

on 
her 

and 
said, 

“
W
e
e
p
 

not.” 
H
e
 
touched 

the 
bier 

and 
said, 

“Young 
man, 

I say 

unto 
thee, 

Arise.”” 
T
h
e
r
e
u
p
o
n
 

the 
m
a
n
 
w
h
o
 

had 
been 

dead 
sat 

up 
and 

b
e
g
a
n
 

to 

speak. 
(Ref.: 

Luke 
VII: 

111) 

C
a
n
v
a
s
 

106 
x 

69 
in. 

Luigi 
Salerno 

has 
correctly 

identified 
this 

painting 
together 

with 
its 

c
o
m
p
a
n
i
o
n
 

piece, “Christ 
Healing 

the 
Blind” 

(also 
at 

Sarasota 
), as 

two 
paintings 

b
y
 Fiasella 

listed 
in 

the 
Giustiniani 

inventory 
of 

the 
contents 

of 
the 

Palazzo 
at 

S
a
n
 
Luigi 

Francesi, 
R
o
m
e
 

(Feb. 
3, 

1638). 
W
h
e
n
 

in 
the 

Lucien 
Bonaparte 

collection 
the 

present 
painting 

was 
etched 

as 
Annibale 

Carracci 
a
n
d
 
u
n
 
c
o
m
p
a
n
i
o
n
 

piece 
as 

Lodovico 
Carracci. 

Both 
were 

catalogued 
by 

William 
Suida 

as 
attributed 

to 

Lodovico 
Carracci,”” 

which 
is not 

surprising 
since 

both 
paintings 

contain 
elements 

of 
Bolognese 

derivation. 
. 

In 
the 

present 
painting 

can 
be 

noted 
particular 

influence 
from 

Guido 
R
e
n
i
—
 

the 
figure 

of 
Christ 

derives 
f
r
o
m
 

“Christ 
G
i
v
i
n
g
 

the 
K
e
y
s
 

to 
St. 

Peter,’ 
M
u
s
e
e
 

o
a
 

i 
i 

} 
1% 

Cavalli, 
Guido 

Reni, 
Florence, 

R
i
g
a
u
d
,
 

P
e
r
p
i
g
n
a
n
 

(
G
i
m
e
 

G
o
u
d
 

Aide 
Gan 

Gon 
Gayailliem 

G
 

1955, 
pl. 79), 

and 
the 

young 
boy 

with 
the 

cap 
in 

abe b
a
c
k
g
r
o
u
n
d
i
o
n
 
center 

to 
t
h
e
 

right 
derives 

from 
the 

boy 
at 

the 
top 

of 
the 

cross 
in 

the 
Crucifixion 

of 
St. 

Peter, 

Pinacoteca 
Vaticana, 

R
o
m
e
 
(
G
n
u
d
i
 

and 
Cavalli, 

op. 
cit., 

pl. 
1
2
 ). Fiasella uses 

the 

basic 
classical 

c
o
m
p
o
s
i
t
i
o
n
,
 

w
h
i
c
h
 

does 
not 

differ 
m
u
c
h
 

f
r
o
m
 

Reni 
a
n
d
 

the 

Carracci, 
upon 

which 
he 

superimposes 
certain 

C
S
U
 

S
S
 

lighting, 
the 

realism 
of 

s
o
m
e
 

of 
the 

figures, 
such 

as 
the 

m
a
n
 
k
n
e
e
l
i
n
g
 

in 
t
h
e
 rig 

2
 

F
o
r
e
o
r
o
t
n
 
cs 

and 
the 

abolition 
of 

the 
celestial 

vision. 
N
e
v
e
r
t
h
e
l
e
s
s
,
 

Fiasella’s 

“realism” 
is not 

even 
as 

profound 
as 

Guido 
Reni’s 

during 
his 

brief 
C
a
r
a
v
a
g
g
e
s
q
u
e
 

m
o
m
e
n
t
 

w
h
e
n
 

he 
painted 

the 
“Crucifixion 

of 
St. 

Peter.” 
. 

P
R
O
V
E
N
A
N
C
E
:
 

Palazzo 
Giustiniani, 

R
o
m
e
;
 
D
u
k
e
 

of 
Lucca; 

Lucien 
Bonaparte 

(etched 

‘ny Choix 
de 

Gravures 
a 

l'eau 
Forte, 

London, 
1812, 

ll 
C
I
N
)
 

Ss US. & 
H
o
M
o
r
a
s
 
ois C

o
k
 

Holford, 
Dorchester 

House, 
London 

(Sale, 
Christie's, 

London, 
July, 

1927, 
no. 2

8
)
 

John 
and 

Mable 
Ringling. 

EXHIBITED: 
British 

Institution, 
1853, 

no. 
46; 

Art 
Treasures, 

Leeds. 
1868, 

no. 
2941. 

R
E
F
F
R
E
N
C
E
:
 

R
o
m
a
 

antica 
e 
moderna, 

II, 
1750, 

p- 550; 
M. 

de 

la 
Lande, 

Voyage 
en 

Italie, 
III, 

1790, 
p. 

126; 
M. 

Vasi. 
Itinaerario 

e
s
 

di 
e
e
 

Il, 
1804, 

p. 
345; 

G. 
F. 

Waagen. 
Galleries 

and 
Cabinets 

of 
Art 

in 
Great 

Britain, 
s
i
s
 s
e
s
 

1857, 
p. 

101 
(as 

Agostino 
C
a
r
r
a
c
c
i
)
 ;
 R. 

Benson, 
The 

H
o
l
f
o
r
d
 
Collection, 

1, 
e
e
 

1927, 
p. 

44, 
no. 

90, 
pl. 

80; 
W
.
 

E. 
Suida, 

A 
Catalogue 

of 
Paintings 

in 
the John 

a 
| 

Mable 
Ringling 

M
u
s
e
u
m
 

of 
Art, 

Sarasota, 
Fla., 

1949, 
p. 

101, 
no. 

112, 
illus. 

p. 
100, 

1, 
S
i
o
n
,
 
T
h
e
 
Picture 

Gallery 
of 

Vincenzo 
Giustiniani, 

Burlington 
Magazine, 

Cll 

(Jan. 
1960), 

pp. 
24, 

27, 
fig. 

353 
ibid. 

(Mar. 
1960), 

p. 
102, 

no. 
162. 

e
e
e
 

L
e
n
t
 
b
y
 

the 
John 

and 
M
a
b
l
e
 

R
i
n
g
l
i
n
g
 
M
u
s
e
u
m
 

of 
Art, 

Sarasota, 
la. 

32 
The 

Flight 
into 

Egypt. 
. 

f 
i 

i 
‘ 

» 
picture 

“
O
n
e
 

of 
the 

most 
famous 

performances 
by 

Fiasella 
in 

R
o
m
e
 

was 
the 

| 

: 
; 

var 
2 

fe 
“SUS 

their 

representing 
the 

Holy 
Virgin 

with 
Saint 

J
o
s
e
p
h
 

and 
the 

Infant 
e
n
 
e
e
 

} 

: 
; 

; 
ccd 

it 
v
e
r
y
 

way 
to 

Egypt. 
This 

picture 
was 

presented 
to 

Pope 
Paul 

V, 
who 

likec 
, 

(Soprani 
as 

quoted 
in 

Minneapolis 
Inst. 

of 
Arts 

Bull.) 
much.’ 

C
a
n
v
a
s
 
6
2
1
%
 

x 
4
4
%
 

in. 
. 

o
m
,
 

A 
compositional 

concept 
of 

Luca 
C
a
m
b
i
a
s
o
 
appears 

t
o
 h
a
v
e
 
e
i
n
e
 
e
a
 (e i

y
 

this 
u
n
c
o
m
m
o
n
l
y
 

beautiful 
representation 

of 
the 

Flight into 
Egypt. 

Me 
c
 onné 

and 
Child 

certainly 
derive 

from 
ideas 

expressed 
by 

C
a
m
b
i
a
s
o
 

in 
various 

draw- 





ings 
of 

the 
"
M
a
d
o
n
n
a
 

del 
Passeggio” 

type 
(cf. 

two 
drawings, 

coll. 
Robert 

and 

whereas 
the 

approach 
to 

the 
painterly 

aspects 
appears 

to 
Bertina 

M
a
n
n
i
n
g
)
,
 

1 
even 

to 
a 

certain 
extent 

f
r
o
m
 

come 
from 

Guido 
Reni 

and 
Gentileschi 

anc 

la 
had 

ample 
opportunity 

to 
study 

the 
works 

of 
these 

masters 
Saraceni. 

Fiasel 

during 
the 

decade 
of 

his 
R
o
m
a
n
 

sojourn, 
around 

1607-1617. 
The 

frequent 
stylis- 

tic contacts 
of 

his 
works 

with 
Gentileschi 

have 
already 

been 
noted 

(‘Mostra 
della 

Pittura 
del 

Seicento 
e 
Settecento 

in 
Liguria,’ 

Genoa, 
1947, 

p 
55a) 

For 
s
o
m
e
 

time 
exhibited 

by 
the 

present 
o
w
n
e
r
 

as 
Carlo 

Saraceni, 
Scharf 

has 

attributed 
it 

to 
S
i
m
o
n
e
 

C
a
n
t
a
r
i
n
i
 

da 
Pesaro, 

a
n
d
 
C
a
r
l
o
 
Volpi 

has 
even 

attributed 

it 
to 

the 
Neapolitan 

Pacecco 
de 

Rosa. 
N
o
n
e
 

of 
these 

is 
convincing. 

For 
many 

years 
this 

painting 
was 

exhibited 
at 

the 
Minneapolis 

Institute 
of 

Ares 
asa 

w
o
r
k
 

Oo: D
o
m
e
n
i
c
o
 

Fiasella. 
C
o
m
p
a
r
i
n
g
 

it with 
a 
work 

of 
Fiasella’s 

a
a
t
u
e
 
B
o
r
e
d
 

the 

Visitation” 
in 

the 
Cathedral 

of 
Sarzana 

(Cf. 
“Arte 

a 
Sarzana 

dal 
XII 

al 
X
V
I
I
I
 

delle 
Scuole, 

1961, 
no. 

39), 
gives 

further 
s
u
p
p
o
r
t
 

to 
the 

Secolo,” 
Palazzo 

attribution 
to 

Fiasella. 
The 

figures 
of 

St. 
Joseph 

are 
so 

similar 
one 

could 
believe 

that 
the 

same 
model 

had 
been 

used 
for 

both 
paintings. 

P
R
O
V
E
N
A
N
(
 

E: 
P
o
p
e
 
P
a
u
l
 
V
 

(7); 
M
i
n
n
e
a
p
o
l
i
s
 

Institute 
of 

Arts. 
R
E
F
E
R
E
N
C
E
:
 

A
 
Flight 

into 
Egypt, 

Bulletin 
of 

the 
Minneapolis 

Institute 
of 

Arts, 
X
X
I
I
I
 

(Jan. 
6, 

1934), 
pp 

5
 

- 
= 

T
T
 

7 
. 

. 
. 

c 
: 

; 
; 

; 
; 

; 
‘ 

2f, 
illus. 

p. 
1; 

The 
Bob 

Jones 
University 

Collection 
of 

Religious 
Paintings, 

Greenville 

:
 C., 

1962, 
p. 

126, 
no. 

67, 
illus. 

p. 
127 

(attributed 
to 

Fiasella) 
. 

ent 
by 

the 
Bob 

Jones 
University 

Art 
Collection, 

Greenville, 
S. 

C. 

33. 
The 

M
a
r
t
y
r
d
o
m
 

of 
Saint 

A
n
d
r
e
w
.
 

O
n
e
 
of 

the 
twelve 

apostles, 
St. 

A
n
d
r
e
w
 

was 
the 

brother 
of 

Simon 
Peter. 

Accord- 

ing 
I 

SHE 
ac 

{ 
; 

g 
to 

tradition 
or 

legend 
he 

preached 
and 

converted 
multitudes 

to 
Christianity 

; 
: 

Sas 
Sgt 

2 
: 

: 
= 

hroughout 
Scythia, 

Cappadocia, 
Bithynia 

and 
Greece. 

At 
Patras 

in 
Achaia 

his 

c e
y
 
a
o
e
 

of 
the 

wife 
of 

the 
proconsul 

so 
enraged 

the 
latter 

that 
he 

was 
ordered 

to 
2 

SC 
red, 

z 
iff 

e 
seized 

and 
scourged, 

and 
then 

crucified. 
O
n
 
approaching 

the 
cross, 

St 

A
 

mY 
eC 

2 
z 

- 
| 

1 
1 

ndrew 
saluted 

and 
adored 

it 
on 

his 
knees, 

as 
being 

already 
consecrated 

by 
the 

suffering 
of 

the 
Redeemer. 

He 
was 

fastened 
to 

it with 
cords, 

not 
nails, 

and 
thus 

expired 
in 

the 
year 

70. 
It 

is believed 
that 

the 
cross 

on 
which 

he 
died 

a
e
 
“
X
 

s
h
a
p
e
d
,
 

a
n
d
 

his 
n
a
m
e
 

has 
been 

given 
to 

that 
type. 

(Ref.: 
A
 
o
e
 

p
e
l
e
 1 

a
n
d
 
L
e
g
e
n
d
a
r
y
 

Art, 
1, Boston, 

1895, 
pp. 

221f) 
| 

ioe 
| 

C
a
n
v
a
s
 

4714, 
x 

57 
i 

Si 
4, 

x 
57 

in. 
S
i
g
n
e
d
 

lower 
left 

on 
a 

rock 
u
p
o
n
 

w
h
i
c
h
 

an 

D
O
M
C
®
O
 
F
I
A
S
E
L
L
A
 

Stylistically 
and 

compositionally 
this 

work 
is 

very 
closely 

related 
to 

the 
large 

a
s
 

of 
the 

same 
subject 

in 
the 

Cathedral 
of 

Sarzana 
(Cf. A

r
t
e
r
 
o
r
 

d
a
l
 

X
I
I
 al 

X
V
I
I
I
 

Secolo,” 
Palazzo 

delle 
Scuole, 

1961, 
no. 

40, 
93 

x 
160 
a
 

w
a
i
n
t
e
d
 

in 
1653. 

The 
present 

painting 
probably 

dates 
from 

about 
the 

same 
S
s
d
e
e
 
Both 

w
o
r
k
s
 
present 

variations 
on 

Guido 
Reni’s 

fresco 
of 

this 
subject 

in 
the 

ehand) 
ot 

S
.
 
A
n
d
r
e
a
 

in 
S. 

G
r
e
g
o
r
i
o
 

al 
Celio. 

R
o
m
e
.
 

W
h
e
r
e
a
s
,
 

in 
the 

present 
p
a
i
n
t
i
n
g
 

Fiasella 
uses 

m
o
r
e
 

or 
less 

the 
m
o
d
e
l
 

of 
G
u
i
d
o
 

R
e
n
t
s
 

St. 
A
n
d
r
e
a
 

for 
h
i
s
 A
a
t
n
e
 

o
f
 the 

saint, 
in 

the 
Sarzana 

painting 
the 

inspiration 
from 

Guido 
centers 

on 
the 

hgure 
of 

the 
executioner. 

In 
both 

paintings 
in 

the 
left 

foreground 
he 

uses 
a 
group 

o
f
 two 

seated 
w
o
m
e
n
 

with 
a 

child 
and 

Guido 
uses 

o
n
e
 

a 
group 

in 
he 

a
h
 

foreground. 
It i

s
 significant 

to 
note 

here 
that 

I/ Sarzana 
S
e
a
 

the 
c
o
n
e
s
 

tion, 
a
b
a
n
d
o
n
i
n
g
 

some 
of 

the 
vast 

l
a
n
d
s
c
a
p
e
 

b
a
c
k
g
r
o
u
n
d
 

w
h
i
c
h
 

G
u
i
d
o
 

had 

introduced. 
T
h
e
 
equestrian 

figure 
in 

the 
S
a
r
z
a
n
a
 
I
n
e
r
t
 

definitely 
derives 

fron 

i 
a
i
e
 

e
t
a
n
e
l
e
e
a
l
e
 

C
b
D
a
l
a
r
z
a
 

R
e
s
s
 

G
A
U
L
L
I
,
 

G
i
o
v
a
n
n
i
 

Battista 
“Il 

Baciccia” 
or 

“Il 
Baciccio” 

(1659 
G
e
n
o
a
 

R
o
m
e
 

1709) 

ano 
Borzone. 

Perino 
del 

Vaga’s 
frescoes 

in 
the 

Palaz- 

zo 
Doria 

del 
Principe 

pleased 
him 

so 
tremendously 

that, 
according 

ome 
to 

k
n
o
w
 

the 
works 

of 
Raphael. 

Having 
been 

developed 
the 

fervent 
wish 

to 
¢ 

left 
alone 

in 
a 
semi-de-populated 

city, 
after 

the 
great 

plague 
of 

1657, 
which 

had 

i 
aciccia 

went 
to 

Rome. 
There 

he 
met 

killed 
all 

the 
m
e
m
b
e
r
s
 

of 
his 

large 
f 

and 
b
e
f
r
i
e
n
d
e
d
 

Bernini, 
w
h
o
 
protected, 

h
e
l
p
e
d
 
anc 

patrons 
as 

portrait 
painter 

as 
well 

as 
fresco 

painter. 
Soon 

in 
both 

of 
these 

fields 
of 

artistic 
activity. 

The 
great 

decorations 
in 

the 

aits 
of 

Popes, 
Cardinals 

and 
Princes, 

as 
well 

as 
the 

lar 

d
o
c
u
m
e
n
t
 

his 
intense 

as 
interrupted 

by 
but 

two 
sojourns 

outside 
that 

city: 
a 

trip 
to 

M
o
d
e
n
 

and 
later 

(1693) 
another 

e 
Genoa. 

There 
h 

Sala 
of 

the 

(Palazzo 
Ducale), ers 

could 
not 

come 
to 

Gaulli 
was 

the 
pupil 

of Luci 
to 

Soprant, 
he 

amily, 
B 

1 r
e
c
o
m
m
e
n
d
e
d
 

h
i
m
 

to 
his 

o
w
n
 

he 
gained 

great 
fame 

churches 

ge 
number 

of 
his 

portr 

R
o
m
a
n
 

activity, 
which 

w 

a 
and 

P
a
r
m
a
 

(1661 
) 

one 
to 

his 
nativ 

e 
was 

to 
have 

decorated 
the 

large 

“Reale 
Palazzo” 

tunately 
was 

never 
€X- 

ecuted, 
for 

artist 
a
n
d
 
c
o
m
m
i
s
s
i
o
n
 

ing 
the 

fee. 

Gaulli 
preserved 

little 
of 4 

C
o
r
t
o
n
a
 

in 
R
o
m
e
,
 

he 
fol 

t 
to 

the 
utmost 

possibilities 
aided 

by 
t 

The 
frescoes 

of 
Baciccia 

must 
be 

as 
the 

s
u
m
m
a
 

in 
the 

development 
of 

monu- 

iod. 
In 

portraits, 
taking 

his 
departure 

tevelops 
toward 

the 
style 

of 

ssociated 
with 

the 

a 
w
o
r
k
 
w
h
i
c
h
 

unfor 

an 
a
g
r
e
e
m
e
n
t
 

concern- 

his 
artistic 

education 
in 

Genoa. 
Once 

having 
come 

lowed 
his 

illusionistic 
dec- 

under 
the 

spell 
of 

Pietro 
d 

he 
elaborate 

orative 
style, 

developing 
i 

perspective 
flights 

of 
fancy 

of 
Padre 

Pozzo. 

as 
the 

f
o
u
n
d
a
t
i
o
n
 

as 
well 

he 
Baroque 

per 

of 
a 

C
a
r
b
o
n
e
,
 

Gaulli 
¢ 

e 
w
h
i
c
h
 

has 
b
e
c
o
m
e
 

a 

ather 
g
r
a
n
d
 
a
n
d
 
theatrical 

air. 

regarded 

mental 
painting 

during 
t 

from 
the 

Van 
D
y
c
k
-
m
o
d
e
 

Maratta. 
His 

works 
acquired 

that 
styl 

basic 
trends 

of the 
R
o
m
a
n
 

school 
of portraiture—a 

Tf 

34 
A
b
r
a
h
a
m
’
s
 

Sacrifice 
of 

Isaac 

A
b
r
a
h
a
m
 

is ready 
to 

sacrifice 
his 

son 
Isaac 

w
h
o
 

is saved 
b
y
 
the 

intervention 
of 

the 

(Genesis 
X
X
I
I
;
 

8-13). 
This 

magniti- 

angel. 
At 

the 
left 

stands 
the 

sacrificial 
ram. 

anta 
Art 

As- 

yas 
a 
c
o
m
p
a
n
i
o
n
 

piece 

lleries) 
representing 

Kress 
Collection, 

Atl 

of 
N
o
a
h
 

(Genesis 
ViIllEZO)e 

(also 
in 

the 
cent 

w
o
r
k
 

| 
T
h
e
 
T
h
a
n
k
s
g
i
v
i
n
g
 

sociation 
Ga 

* 
C
a
n
v
a
s
 
6
3
1
4
 

x 
517/8 

in. 

Both 
this 

painting 
and 

its 
companion 

f{ 

to 
Baciccio’s 

mature 
R
o
m
a
n
 

period 
arounc 

siece. 
The 

T
h
a
n
k
s
g
i
v
i
n
g
 

of 
Noah, 

belong 

1 1685-90, 
and 

show 
him 

at 
the 

very 

his 
creative 

powers. 
The 

beautiful 
white 

angel 
rece 

lls 
a 
much 

smaller 

angel 
who 

appears 
to 

Hagar 
in 

Gaulli's 

P
R
O
V
E
N
A
N
C
E
:
 

Count 
Allessandro 

Contini-Bonacossi, 
Florence, 

Samuel 
H. 

Kress 
coll 

R
E
F
E
R
E
N
C
E
:
 

G. 
Ferguson, 

Signs 
and 

Symbols 
in 

Christian 
Art, 

N
e
w
 

York, 
1954, 

pla 
¥ 

(in 
col.) ;

 R. 
Enggass, 

Baciccio: 
Three 

Little 
K
n
o
w
n
 

Paintings, 
Paragone, 

73 
(Jan 

1956), 
pp. 

30f, 
fig. 

313 
W
.
 

E. 
Suida, 

Italian 
Paintings 

and 
Northern 

Sculpture 
from 

el 
H. 

Kress 
Collection, 

Atlanta 
Art 

Association 
Galleries, 

Atlanta, 
1958, 

Pp 

height 
ot 

the 
S
a
m
u
 

64, 
illus. 

p. 
65. 

S
 

Lent 
b
y
 
the 

A
t
l
a
n
t
a
 

Art 
A
s
s
o
c
i
a
t
i
o
n
 

( 
K
r
e
s
s
 
C
o
l
l
e
c
t
i
o
n
)
 

a
m
u
e
l
 
H. 

35 
T
h
e
 
A
d
o
r
a
t
i
o
n
 

of 
the 

L
a
m
b
 

“After 
this 

I behold, 
and, 

lo, 
a 

great 
multitude, 

whicl 
umber, 

0! 

all 
nations, 

and 
kindreds, 

gues, 
stood 

before 
the 

L
a
m
b
,
 

clothed 
with 

| 

a= 

} 
no 

m
a
n
 

could 
n 

throne, 
ans 

and 
people 

and 
ton 

white 
robe 

al 
Ir 

dk 

before 
the 

s, 
a
n
d
 

p
a
l
m
s
 

in 
t 





F
I
A
S
E
L
L
A
,
 

D
o
m
e
n
i
c
o
 

33 
The 

M
a
r
t
y
r
d
o
m
 

of St. 
A
n
d
r
e
w
 
4
7
%
 

x 
57 

F
I
A
S
E
L
L
A
,
 

D
o
m
e
n
i
c
o
 

32 
The 

Flight 
into 

Egypt 
6
2
%
 

x 
4434, 
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S
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e
a
d
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H
A
S
T
I
N
G
S
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M
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L
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A
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