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FOGG 
ART MUSEUM HARVARD UNIVERSITY CAMBRIDGE, MASSACHUSETTS 02138 

ADTT 17 598 2 RECEN ry 
Dr. Alfred Bader 

Aldrich Chemical Co. ,. Inc. APR lee sag 
DIOne box S05 
Milwaukee, Wisconsin 53201 SIDR ICH CHEMIE: { ; 

Dear Dr. Bader: 

Thank you for your letter of the 2nd and the accompanying 

material. Iam afraid I did not find the black and white 
photograph satisfactory, and have taken the liberty of 
having a new one made by our very expert Fogg photographer. 

I have also commissioned a 5 x 7 inch color transparency 
(which I wish to send to Janet Cox-Rearick for her study) 
and some infrared scanner photographs. 

You will be delighted to know that the infrared evidence 
seems almost absolutely conclusive of its indication of 
Pontormo's draftsmanship, and this is not just my own 

opinion but that of the conservators and scholars who 
were looking at the scanner with me. 

I have compared your picture with the Boston Museum's 
very good copy of the lost Pontormo, and there is no 
question of the total superiority of your painting. 
Sir John Pope-Hennessy was here on a visit yesterday and 
I showed him the panel and gave him my supposition about 
its being a fragment of the lost original. He most 
enthusiastically agrees. By the way, Prof. Cox-Rearick 
tells me she has no memory of having seen the picture in 
the original, and has no clear opinion about the photograph, 

which she does have. 

There is a very Simple answer to your question about the 
architectural background... Livyou project che (line: of. the 
wall behind the Madonna's head in the copy you will find 
that it would appear in the fragment precisely in the 
corner that has been cut out at the right, and replaced by 
the new gesso and gilding. It would seem to me that the 
reason for the cutting of the corners was precisely to 
eliminate the evidence of the architectural background and 
thus disguise the fact the picture was a fragment of a 

larger work. : 

I hope to be able to persuade Prof. Cox-Rearick to 
collaborate on the publication of the picture. My very 
best a occa 

ier 
Sincerely, «i; / = 

~—_t 4 ; 7 yA 

rSydney J. Freedberg 
Professor of Fine Arts 

SJF/gr 





202 Pontormo 

No. 211 is a version of one of Pontormo’s most 

successful compositions, to judge from the 

altogether exceptional number of copies now 

known. It is not clear for whom the original 
of the three 

untraced Madonnas mentioned without further 

was painted; it may be one 

description by Vasari: the 

1534 
came into the hands of Ottaviano de’ Medici 

first painted c. 

6 for his builder, Rossino, which later 

and (by 1568) of his son Alessandro, the second 
by implication painted in the early 1540s and 
sent by Duke Cosimo to Spain, and the third, 

which could have been painted at any date, 

found in Pontormo’s house at his death 

then acquired by Piero Salviati (Vasari (1568, 
Milanesi) 

15560 

ed. , vol. vi, pp. 280, 284, 288); it is 

also possible that it was none of these. 

The following list of versions or copies could 

Uffizi, 

Gabinetto di disegni, 6629 F; black chalk, 

30.8 X 24.2 cm, inscribed on the back, Jacopo 

da Pontormo il quadro é in mano ai Cardinale Carlo 
de Medici [d. 1666) nel Casino di San Marco, 
probably referring to (11) Florence, Uffizi (in 

Poggio panel, 

120 X 102 cm; probably the ‘tavola...Pontor- 

mo...Madonna, uno Christo in grembo e 
altre figurine. ..2} br. [¢e. 130 cm]? in the 1588 
inventory of Don Antonio de’ Medici at La 

Magia (A.S.F., c. 136, fol. 154 r.), later in the 

probably be extended: (1) Florence, 

store), formerly Imperiale; 

t 

3 

inventory of the Casino at Don Antonio's 

death, 1621 (P. FF. Covoni, Don Antonio al 

Casino di San Marco (Florence, 1892), p. 233), 

which picture entered Grand Ducal 

Guardaroba in 1621 (G. 373, fol. 282), and was 
sent to Palazzo Pitti in 1627 (G. 435, fol. 269 

the 

d.); the same picture was probably lent to 

Cardinal Carlo, recorded in the 1667 inventory 
of the Casino after his death, then returned to 

Palazzo Pitti (G. 758, fol. 17 v.), stillin the Pitti 
inventories of 1687 (G. 932, fol. 81 v.) and 1723 
(G. 1304 ter, fol. 39 r.); exh. Florence, 1956 

(65). (iti) Berlin, private collection (formerly) ; 

panel, 124 x 104 cm, dated 1571. (iv) Private 
collection, York; panel, 116.8 x 97.2 cm. (v) 

Munich, Alte Pinakothek (1090); panel, 

120 X ror cm; Pontormo’s name on the book; 

exh. Florence, 1956 (with 65, notin catalogue). 
(vi) Formerly Florence, Ferroni Collection. 

(vu) Formerly with Frascione, Florence, and 
on the New York market; panel, 125 x 105 
cm; exh. Naples, Fontainebleau e la maniera 

italiana, 1952 (11), Florence, 1956 (65 bis), and 
Indiana, The Age of Vasari, 1970 (P. 6). (viii) 
Boston, Museurn of Fine Arts (go. 165); panel, 
118.7 x 102.8 cm; exh. Baltimore, Bacchiacca 

and His Friends, 1961 (65). (ix) Formerly 

Vernon Watney Collection, GCornbury: panel, 

Christie's, 23 June 1967 

Palazzo Pitti 

formerly Villa di Castello; panel, ¢. 120 x 102 

Formerly Florence, Bardi-Serzelli Col- 

lection; panel, ¢. 120 x xil) Formerly 

Milan, Sale, Galleria 

Pesaro, Milan, 18-21 March 1926 (106 
panel, 119 X 102 

i 1Q.4 * 100.3 Lat 

20). (x) Florence, (in store), 

cm. (XI 

102 cm. 

Lurati Collection 

em. (xiii) Sesto Fiorentino, 

Villa Guicciardini-Corsi-Salviati. (xiv) For- 

merly Cook Collection; panel, 
128.3 X 101.6 cm; Emmott Sale, Christie's, 2 

April 1948 (157 
lection. (Xv 

Richmond, 

xv) Florence, R. Rava Col- 
Leningrad, Hermitage (in store). 

xvit) With Wildenstein, 1951. (xviii) Cracow, 
Castle of Wawel 

Douai, Musée 
Collection, Fetcham 

Schapiro Collectior, 

21); panel, 74.5 x 60 cm. 

xx) Anderson 

Formerly London, 

the Virgin’s head only; 

XIX in store 

XX] 

panel, 41.9 X 29.2 cm; exh. Manchester, 1965 

(187 

In addition there is a variant, with a Baptist 

added, in San Martino a Maiano, attributed 

to Naldini 
Of the versions listed above none has proved 

convincing as an autograph work by Pontormo. 

No. (v) was accepted as Pontormo’s by Morelli 

(1890, 1893 edn), p. 101, and F. Goldschmidt, 
Pontormo, Rosso und Bronzino (Leipzig, 1911), Pp: 
47, and Clapp (doc. cit.) thought it the best, but 

probably by an Italian artist; 
C. Gamba, // Pontormo (Florence, 1921), p. 13; 
accepted (ii) but Pittaluga rightly saw in it the 
characterisucs of a good copy, in her opinion 

the best; (xii) was given to Pontormo by 
G. Nicodemi (in the sale catalogue), and 

Roberto Longhi, quoted in the Naples cata- 
logue, favoured (vii), but that has 

marked weakness of drawing and technique. 
L. Berti, L’ Opera completa del Pontormo (Milan, 
1973), p. 10g, still regards all known versions 
as copies of a lost picture. 

The version at Hampton Court was cleaned 
and restored in 1974~5. The extremely solid 
panel is composed of three almost flawless 
poplar planks of about equal width joined 
vertically, and the slightly tapering channels 

on the back, for horizontal braces driven from 
opposite sides, are characteristic of the best 
Florentine panels c. 1510-50. Before 1974 No. 
211 was much repainted, and disfigured; it 
emerged from cleaning as a rather seriously 
damaged picture of very beautiful quality. The 
principal damage is the result of a marked 
craquelure associated with the vertical grain, — 

it is not 

version 

I 
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7 BRYANSTON SQUARE, LONDON WIH 7rE 

01-262 8697 

July 8, 1979 

Dr Alfred R. Bader 
Aldrich Chemical Company, Inc. 
940 West St. Paul Ave 
Milwaukee 

Wisconsin 53233 
USA 

Dear Dr Bader, 

Concerning the pictures from the Collection of Dr Schapiro in 
which you have expressed an interest, as I told you recently, 
the situation is as follows:- 

Jacob Pynas: Abraham and Isaac. This picture seems to have been lost 

snyders: Squirrels on a branch. This picture is not for sale 

Jacob Pynas: Stoning of St. Stephen. As you know, this picture was 
valued by Christie's at £8.000, and this figure was 
increased to £15.000 by the Estate Duty Office. It is 
also on the Preferential List of the Hermitage. We are 
not therefore at the moment free to enter into any 
negotiations. 

Pp, Claes: Vanitas Still Life. Valued by Christie's at £1.500, and 
we would be willing to sell it for this price. 

The same applies to the three following pictures: 

C. Moyaert: Cattle and Shepherds in an Italianate landscape. £ 2.000 

J. Pontormo: The Madonna, head only. 

Gandolfi: Christ blessing (St. Sonn preaching) £& 450 
————————————E 

As I might be away after you make your decision, please address 
your reply to: 

Mrs Susanne Lepsius 
36c Linden Gardens 
London, W.2 

(with a photostat copy to me, please). 

I very much enjoyed meeting you and Mrs Bader and want to thank 

you, once again, for the beautiful catalogue THE BIBLE THROUGH 

DUTCH EYES, 

With best wishes from Mrs Lepsius and myself, 

Yours very sincerely, 

‘ \ 

mS 12 — OU Sar (fy , “97 4 

(Mrs}) Stefanie Maison 









Dr. Alfred R. Bader 

2961 North Shepard Avenue 

Milwaukee, Wisconsin 53211 

: 
i \ . ose. hae zs 

: 

ok. Se ese 

oS OQtLert ers. 
\® ei asc nae ne = es fo. \ wre op a : 

ee On. Cag: no (il) 

i 

oe 
“\ tv) De any Re en hee ee 

ah teks Ss \pove bx ae hor oa Sev ee 

4 4 Qn he re Vicor, 

lo SA aes ‘ On ~ £20 OR | Ye 
\ 

eon dike. 

a Au. N Vette a Se ae ae 
ses She i eet Varer Te gt ay =e 

x Goen or CoN OUs 3 ee : 

ete IR et Ores, BE 

us? ‘ Q one entte CW Came ce 

Ae fyoewrivan, CE
N oo ale 

AWA ecw, I! AG 





ee dA dy 

ene soar erry Wer atr en rest ts rely emer ir nies warmec tran ewe © Tiros fee Lauran 

ee te wer er eny Dea 

ciaho 

Paes Sane ever 0) None ae 

Chemists Helping Chemists in Research and Industry 

aldrich chemical company, imc. 
Dr. Alfred Bader 
Chairman and 

Chief Executive Officer 

Noon Boy ik@fhey 

Professor Sydney Freedberg 

The Fogg Museum 

Harvard University 

Cambridge, Massachusetts 02138 

-Dear Professor Freedberg: 

I was so happy to learn your opinion of my panel depicting the 

Madonna. 

Enclosed please find a good black and white photograph after 

cleaning, copy of the description on the painting when it was 
exhibited in Manchester, and copy of my restorer's report. 

I purchased the painting from executors of the estate of Dr. Efim 

Schapiro in London, and I have written to Christie's to try to 

ascertain who the seller was in Christie's sale in October of 

HO ae 

If this painting is, indeed, a fragment of the original Pontormo, 

can you think of any explanation why the architectural details 

present in all the copies are absent here? 

Best personal regards. 

Cee 

Alfred Lae 

AB:mmh 

Enclosures 

PO. Box 355, Milwaukee, Wisconsin 53201 USA, Telephone (414) 273-3850, Cable Aldrichem TWX 910-262-3052, Telex 26-843 
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ALFRED BADER CORPORATION 
F I N E A R T Ss 

2961 NORTH SHEPARD AVENUE ° MILWAUKEE, WISCONSIN 53211 

November 19, 1980 

Mr. Christophe P. Janet 

37 East 64th Street 

New York, New York 10021 

Dear Christophe: 

It is great to know that Sir John Pope-Hennessy and Mrs. Hitchcock 

consider the Head of the Madonna to be the original Pontormo. 

Hopefully, you will now have a chance to sell it. 

I enclose two more good black and white photographs that you 

might like to send to potential customers, also a copy of the 

Manchester exhibition catalog that first suggested that this might 

be the original, and the detailed report of my restorer. Also 

enclosed are six of his color slides*showing the painting in its 

original state and completely cleaned. You will note that the 

painting is basically in excellent condition. 

I wish you the best of luck. 

OO 7 Vue Best regards, 

Yo QWs a0 ee i AAnX 3 

a 

\ 

Qetin be lave (sk Leuwiey. 

fpelts ~~ Alfyed Bader 

AB:mmh 

a 

Enclosures . : ms aie. ee 





Seer eeEesrrs se aac aSawes a 

= 

eee TT Tree Tir rr he eee ee ee 

— 

eS, 

I 

W 

A sna MG HUHPPHPOTUVMMCOSTAHSTHAH MTA HHH THK STAM MASH R HE PTH Ns Te HO REESE Oo 



LN i BAO MAAaaAaAAAAAABMAAAABH AMA AMA M AAA AMKhowaAnAaaAaa”e 2 

a 



ALLEN MEMORIAL ART MUSEUM OBER BINSGOELEGCE y 

tl OBERLIN, OHIO 44074 (216) 775-8665 

December 4, 1979 

Dr. Alfred R. Bader 

2961 North Shepard Avenue 
Milwaukee, Wisconsin 53211 

Dear Alfred: 

How nice to hear from you--in fact, I was going to write this week. It 

has been an extraordinarily busy autumn, partly because I have had more museum 

traveling to do than ordinarily and also took the opportunity to act as courier 

for a loan to Berlin, which allowed me to go on for a week in Leningrad. It 

was quite an experience to see the incredible holdings of the Hermitage, both 

Southern and Northern. Have you been there? It would be a delight for you and 

two of the nicest curators are both specialists in Northern Baroque (Mr. 

Kuznetsov and his wife, Mrs. Linnik). Scores and scores of Rembrandt, Rubens, 

ete., both on view and in their extensive reserves... 

It's always a pleasure to be kept abreast of some of your new purchases. 

The "Vouet" looks lovely and is very close to the master himself. The 'Pontormo" 
also seems charming, though the hair, to judge from the color photo, makes me 

uneasy in believing that it is the original. Your "St. Peter" is a problem. 

I frankly am unsure where to place it! I really must find time to visit you 

and see your growing collection. 

I've wanted to give a mini report on the use of your generous Discretionary 

Fund this year. Among other projects, I've been able to support a faculty 

member's trip to professional meetings where she gave a highly successful paper; 

you will be responsible for underwriting our curators' participation in the 

annual College Art Association meetings; and perhaps most importantly, I have 

initiated a program, which would have been impossible without your gift, of 

building up a small but essential reference library in the Wolfgang Stechow 

Print Study Room. In the past, visiting scholars and our own staff have had to 

work in the Library or bring books back to the Study Room when researching prints. 

While we will avoid extensive duplication, it is highly desirable to have some 

fundamental works right there in that room. I know that it will be enormously 

appreciated by many people and is something that Wolf himself would have been 

delighted to know is being done. So, I can report that we have used your gift 

well, both for professional "growth" and research purposes. It would be lovely, 
if you will allow me to add, to know that you might continue to keep the Fund 

alive. 



Dr. Alfred R. Bader 

December 4, 1979 
Page 2 

Since you receive our Bulletin and news releases, I believe you are abreast 

of our recent activities. Do let me know if you will be in our area and I, in 

turn, shall look for every opportunity to come to Milwaukee. Meanwhile, our 

renewed thanks for your support of the Museum, and a very Happy Hanukah. 

As ever, ft 

een Ee ary iN \ 

se \ eet 
Richard E. Spear 

Director and 

Professor. of Art 







ART MUSEUM HARVARD UNIVERSITY CAMBRIDGE, MASSACHUSETTS 02138 

Apri leet oB2 RECEMNrny 

Dr. Alfred Bader 

Aldrich Chemical Co., Inc. APR ] 2 1992 
PRO BOxasSD> 

Milwaukee, Wisconsin 53201 SIDRICH CHEMIE 
oad 

Dear Dr. Bader: 

Thank you for your letter of the 2nd and the accompanying 
material. I am afraid I did not find the black and white 
photograph satisfactory, and have taken the liberty of 
having a new one made by our very expert Fogg photographer. 

I have also commissioned a 5 x 7 inch color transparency 
(which I wish to send to Janet Cox-Rearick for her study) 

and some infrared scanner photographs. 

You will be delighted to know that the infrared evidence 
seems almost absolutely conclusive of its indication of 
Pontormo's draftsmanship, and this is not just my own 
opinion but that of the conservators and scholars who 
were looking at the scanner with me. 

I have compared your picture with the Boston Museum's 
very good copy of the lost Pontormo, and there is no 
question of the total superiority of your painting. 
Sir John Pope-Hennessy was here on a visit yesterday and 
I showed him the panel and gave him my supposition about 
its being a fragment of the lost original... He most 
enthusiastically agrees. By the way, Prof. Cox-Rearick 
tells me she has no memory of having seen the picture in 
the original, and has no clear opinion about the photograph, 
which she does have. 

There is a very Simple answer to your question about the 
architectural background. If you project the line of the 

wall behind the Madonna's head in the copy you will find 
that it would appear in the fragment precisely in the 
corner that has been cut out at the right, and replaced by 

the new gesso and gilding. It would seem to me that the 
reason for the cutting of the corners was precisely to 
eliminate the evidence of the architectural background and 
thus disguise the fact the picture was a fragment of a 
larger work. 

I hope to be able to persuade Prof. Cox-Rearick to 
collaborate on the publication of the picture. My very 
best cues 

Sincerely, reel 

We race 
“Sydney iG Freedberg 
Professor of Fine Arts 

SJF/gr 





Wednesday, 16th July, 1980 

The Property of Mrs. J. West-Taylor 

34 Circle of JACOPO PONTORMO 

THE MADONNA AND CHILD 

The Madonna, in scarlet with a violet kerchief over her head, the Chiid beside her reaching across for a book, in the right background St. Joseph with the young Christ (?) and, beyond, a woman with a book and another on a Staircase 

On panel 
453X38in. (116X 96.5 cm.) 

The composition was, until recently, known onl 
Flemish copies. A very damaged version in the Royal / 

Court (Collins Baker, Catalogue of the pictures at Hamp 
no. 249) is now thought to be Pontormo’s original 

y from later Italian and 
collection at Hampton 
ton Court, 1929, Del as 
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Christie's 
South Kensington 
85 Old Brompton Road 

London SW7 3JS 
Tel: 01-581 2231 

Ref:DHR/DM Telex 922061 

16th June, 1982 

Dr. Alfred Bader, E 
Aldrich Chemical Co. Inc., 7 ace 5 
P.O. Box 355, ) 
Milwaukee, Ns. 
WISCONSIN 53201, wien de 
U.S.A. flr 

Dear Alfred, 

I have finally got through to our records department! 

Your picture was sold as lot 114, on 30th October, 1942, 

for l6égns. to Shapiro. The Vendor was the Spanish Art Gallery, 
Ltd., about whom little appears to be now known. =I fear this 
line of enquiry is a dead end, as nobody has ever heard of this 
company which must have disappeared many years ago. 

I look forward to seeing you when you are next over. 

Sorry this report is not more interesting. 

With best wishes, 

Yours sincerely, 

Sg 
ae 

Christie’s South Kensington Ltd. 
L.G. Hannen (Chairman) W.F. Brooks F.S.V.A. (Managing Director) CJ. Elwes J.W. Collingridge, F.G.A. D.H. Collins A.A, Fraser 

Secretary: G.F. Brennan-Jesson 
Associate Directors: J.H.C. Proudfoot, Susan Mayor, J.F. Hudson 

Registered in England No. 1153835 Telegrams: Viewing London S.W.7. Registered Office: 8 King St., London S.W.1. 





Chemists Helping Chemists in Research and Industry 

aldrich chemical company, inc- 
Dr. Alfred Bader 
Chairman and 

Chief Executive Officer October 5, 91982 

Professor Sydney J. Freedberg 

The Fogg Museum 

Harvard University 

Cambridge, Massachusetts 02138 

Dear Professor Freedberg: 

Thank you for your thoughtful letter of September 28. 

Please consider this problem. I have only published one article in The Burlington 

Magazine with a color photograph, enclosed. I then sent a big 8 x 10 color 

transparency, and yet the actual reproduction is much too red. I fear that 

most printers have great difficulties unless they actually have the painting 

in front of them, and with the Pontormo, where color is so important, the 

problem may be even worse. At the time of the publication of my article, I 

almost wished that I had asked only for a black and white photograph. I leave 

it entirely to your judgment and would, of course, be happy to reimburse 

Harvard for the out-of-pocket expenses charged by the Burlington. ae 

I don't know just when the Burlington plans to publish your article. I go to 

England several times each year, and if you felt it essential, I could take 

the painting with me and leave it with the editor of the Burlington for a 

few months so that he could arrange for the printer to see it at press time. 

There is a slight chance that we will find out more about the provenance of 

the painting. You will recall that David Reid at Christie's had written to 
me in June, saying that "The vendor was the Spanish Art Gallery Ltd. about 
whom little appears to be now known." Then, however, I saw Professor 
Blunt's comments about Tomas Harris of the Spanish Art Gallery in the 

August issue of the US eae fe and copy of Professor Blunt's DS 

to my query is enclosed. It isn't clear to me whether Tomas Harris's 

sister, Enriqueta, married a man by the name of Frankfurt or lives in 

Frankfurt, but, in any case, Professor Blunt's inquiry might bear fruit. 

Best personal regards. 

sincerely, ye Be sc jm bee Mm. Nah 

: (72 an Colour a ee 

Alfred Bader 
AB:mmh Cotk mt Ss ioe 

Enclosures 

P.O. Box 355, Milwaukee, Wisconsin 53201 USA, Telephone (414) 273-3850, Cable Aldrichem TWX 910-262-3052, Telex 26-843 





Chemists Helping Chemists in Research and Industry 

aldrich chemical company. inmc_ 
Dr. Alfred Bader 
Chairman and 

Chief Executive Officer October 5, 1982 

Professor Sydney J. Freedberg 

The Fogg Museum 

Harvard University 

Cambridge, Massachusetts 02138 

Dear Professor Freedberg: 

Thank you for your thoughtful letter of September 28. 

Please consider this problem: I have only published one article in The Burlington 

Magazine with a color photograph, enclosed. I then sent a big 8 x 10 color 

transparency, and yet the actual reproduction is much too red. I fear that 

most printers have great difficulties unless they actually have the painting 

in front of them, and with the Pontormo, where color is so important, the 

problem may be even worse. At the time of the publication of my article, I 

almost wished that I had asked only for a black and white photograph. I leave 

it entirely to your judgment and would, of course, be happy to reimburse 

Harvard for the out-of-pocket expenses charged by the Burlington. 

I don't know just when the Burlington plans to publish your article. I go to 

England several times each year, and if you felt it essential, I could take 

the painting with me and leave it with the editor of the Burlington for a 

few months so that he could arrange for the printer to see it at press time. 

There is a slight chance that we will find out more about the provenance of 

the painting. You will recall that David Reid at Christie's had written to 
me in June, saying that ''The vendor was the Spanish Art Gallery Ltd. about 
whom little appears to be now known."' Then, however, I saw Professor 

Blunt's comments about Tomas Harris of the Spanish Art Gallery in the 

August issue of the buriingeten, and copy of Professor Blunt's Say 

to my query is enclosed. It isn't clear to me whether Tomas Harris's 

sister, Enriqueta, married a man by the name of Frankfurt or lives in 

Frankfurt, but, in any case, Professor Blunt's inquiry might bear fruit. 

Best personal regards. 

Sincerely, 

Alfred Bader 

AB:mmh 

Enclosures 

P.O. Box 355, Milwaukee, Wisconsin 53201 USA, Telephone (414) 273-3850, Cable Aldrichem TWX 910-262-3052, Telex 26-843 
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"A Pontormo (Partly) Recovered" 

Janet Cox-Rearick and S. J. Freedberg 





Time has treated no other great painter so harshly as 

Jacopo Pontormo. From the whole last quarter-century of his 

career only two works in painting remain to us, both in portraiture, 

which was for him a secondary genre. His loggia frescoes at 

the Medicean villas Of Careugts, (ios0- 1536). and CastellowGlo3o—~1543)°, 

as well as the great fresco cycle in the choir of S. Lorenzo (1546- 

1556), have vanished altogether,” leaving only Pontormo's ideas 

in drawing for them--considerable in number and remarkable in 

quality, but no evidence for his powers as a painter; the two 

tapestries made ca. 1545-1546 from his design for the series meant 

to hang in the Sala dei Dugento of the Palazzo Vecchio obviously 

contain no trace of his hand. ? The reappearance of a painting 

from these late years is thus a matter of some significance, even 

if what has reappeared is only a fragment of a larger work. The 

whole painting from which tthe present fragment, a Head’ of the 

Madonna (fig. -H-* comes—has—iong -been known from at least a dozen 

copies, most of them of sixteenth-century date and some of them 

of high quality. It has in the past been claimed for two of these 

that they were not copies but Pontormo's original, but neither 

proposal has received serious assent. The first of these is the 

version in Munich (Alte Pinakothek, fig. 2), in which the inscrip- 

tion IACOPO DAPUNNO appears onthe Madonna's _ book; this was claimed 

by Morelli (though not quite explicitly) and_by Goldschmidt as 

Pontormp ane The second is a-version now in New York, which was 

considered to be the original by Longhi (fig. chon 



Attempts have been made to associate this famous 

composition with one of the thus far unidentified Madonna paintings 

mentioned by Vasari in his vita st Pontormo. Pittaluga, who in 

1933 reviewed all the versions then known, followed Gamba® in 

connecting the work with the "bellissimo quadro di Nostra Donna" 

that Vasari says Pontormo gave to Rossino the mason for finishing 

his house, and which afterwards was bought by diene de' 

Medici.” Pittaluga dated the composition just after 1540. Longhi 

also associated the work with the Rossino picture (but the des- 

cription of the Pontormo composition which he gives as if quoted 

from Vasari occurs nowhere in Vasarivs text), dating it to 1520- 

1525.79 Becherucci and Berti also made this connection, dating 

the Rossino picture to about 1530; Gamba in 1956 repeated his 

earlier opinion. ~~ However, work on Pontormo's house was in 

progress only from the mid Tse0s- 2 thus; 16 4the, association of 

this Madonna painting with the gift made to Rossino is correct, 

the early datings are excluded, while that suggested by Pittaluga 

becomes most probable--provided -(as we shall demonstrate) that | 

the style of the work accords. 

—=----Another Madonna-mentioned-by Vasari and so far unconnec- 

———~ --ted was the-"Nostra Donna” which_was found in Pontormo's house 

after his death in 1556 and sold by his heirs~—to Piero Salviati.?? 

= Berti Es ee eee ne ee eee eae be associated 

—— with our-picture.—-However,—¥aseari -adds that-the-—-work sold to 

et -Salviati-had been painted "moti-anni-innanzi,"- and it seems 

unlikely that-he would have—apptied this- phrase to-a picture which 



so patently belongs, as our Madonna does, to Pontormo's later 

years. A last possibility of identification that remains to be 

considered is a "quadro di Nostra Donna" mentioned by Vasari 

after his noticeroft Pontormovs participation, in the Joseph 

tapestry project, which he says Duke Cosimo gave to a Spanish 

nobleman, who took it then to Space However, this picture, 

too, makes a less than ideal candidate to which to relate our 

Madonna, since it would not have been available in Florence to 

serve as basis for the numerous content: 

We are left, then, with the Rossino gift, and the 

approximate dating that is reasonably derived from it, as the 

best identification for the Madonna we are here considering; we 

must now confirm that the style of the picture and this dating 

are compatible. Since the two surviving portraits from the later 

years cannot afford useful comparisons of style, and the unhappy 

state of survival of Pontormo's other late painted wcrks creates 

a further limitation, the only comparison we can offer, which 

though notsin painting is at leseteonethe scale of one, is in 

the iotrsg tapestries of 1545-1546, in the Lamentation of Jacob 

and even more precisely in the Benjamin at the Court of Pharaoh 

(fig. 4). The monumental Madonna of our picture, with her 
—_—_ 

4 

curving, puffy draperies and accentuated grazia, is a creation 

of the Florentine Maniera that much resembles the court style 

that Pontormo, Bronzino, and Salviati developed in their designs 

for the Joseph Tapestries. Moreover, the serpentine composition 

of the background vignette (fig. 5, from the Munich version) is 



analogous to the elongated, rising compositions of Pontormo's 

tapestries. In particular, the Joseph in the background of our 

picture suggests, in the quality of his movement and in his 

manner of connection with the young Christ below him, the 

garland-like arrangement of the figures in the Benjamin design. 

We must look to Pontormo's drawings for further evidence, 

where a number of instances appear of figure style and manner of 

design like those in our painting. In addition to these shared 

indices of late style, at least two conspicuous resemblances in 

type of countenance appear among the later drawings: one, a study 

for a head in the Benjamin Tapestry (fig. 6); the other, about a 

decade earlier (c. 1535-1536), the head of one figure to the left 

from the great Three Graces of the Uffizi (fig. Dine? Except 

for these two details the evidence for comparison with our picture 

is of generic style more than it is specific, but it is sufficient 

to confirm our presumption of a dating into Pontormo's later 

career. However, it is quite impossible: te fix precisely a Ronen 

in this later time porsche ne eres would have come. At 

best we can propose-a scant-decade's span, from the decoration at 

Careggi (1535-36) to the early 1540s, but before the beginning of 

the work in S. Lorenzo (1546). Such a span friereases the likeli- 

hood of the sole- identification in—-Vasart's account that we found 

-‘the-completion in the-tate 1530s-of-Pontormo's house. There is 

no need to assume that the gift -was-promptly made: ~Pontormo's 



—de' Medici nel casino di. San Marco. 

customary work habits make that unlikely. Moreover, the painting 

was one of three that he gave to Rossino on this occasion. 1 We 

‘thus have license to suppose an interval of some extent--perhaps 

a few years after the house was finished, perhaps longer. The 

fact that the design of the background episode in our picture 

tends, as we have pointed out, toward the mode of composition of 

the Tapestries suggests that this work should not be too much 

separated in time from them. An absolute terminus ante is 

defined by the death in May, 1546, of Ottaviano de' Medici, the 

purchaser from Rossino of his Madonna picture. Weighing our 

various evidence a date c. 1540, more likely after than before, 

appears Sper opr iete. 

Little is known of .the subsequent history of the Rossino- 

Ottaviano de' Medici Madonna except for Vasari's statement that 

when; he, wrote the vite it was in the collection of Ottaviano's 

son Alescandre.-” There is no further notice of the picture, 

which may have remained in Florence or, perhaps, have passed to 

Rome when Alessandro became Pope Leo XI in 1605. Nor is the 

history of any of the extant copies certain. A "quadro di Nostra 

Donna con ornamento dorato di mano del Pontolmo" listed in the 

1553 inventory of Duke Cosimo's pictures may OF may not have been 

a version of our painting:-~ however, in the seventeenth century 

a version was in the Medici collections in Florence. A drawing 

in the Uffizi after this last picture (showing, like some of the 

painted copies, only the Madonna and Child) is inscribed an the 

verso: "Di Jacopo da Pontormo e in mano del T11”° cardinale Carlo 

a 
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When our head of the Madonna from this once so famous 

composition of Pontormo's a shown publicly for the first time, 

in the exhibition Between Renaissance and Barogue at Manchester 

in 1965, it was stated in the catalogue, correctly: "The new 

_fragment seems to be superior to the known copies, and in view of 

its high quality it should be seriously considered whether it is 

not part of the original picture, "7 The fragment has since been 

cleaned, and that it is an autograph by Pontormo is now certain. 

This recognition carries an unhappy corollary: that we accept that 

the rest of Pontormo's original picture from which the Madonna's 

head has come must be considered lost. The surviving head has 

most: obviously been sawn out of a larger panel. Unlike the normal 

case of a complete panel picture, where the sawed edges have been 

sanded smooth and the saw marks obliterated or barely visible, 

the marks here have been left rough and are at once discernible 

on most of the two long sides and on all the bottom edge; only on 

the top edge of the picture are no clear saw marks yiet oie The 

paint comes to the very edges of the panel, and there is no evi- 

dence of a beard. However, the upper edges of the panel on both 

long sides (for a length from the top of 14 cm) and also the outer 

edges of the top (for a distance inward of 10 cm) have been gessoed 

over. This is the consequence of an exaggerated effort, possibly 

by the restorer who first vandalized-the panel, to make the frag- 

-ment seem an independent image. By-cutting out a spandrel-shaped 



segment of the original paint together with its underlying gesso 

at both upper corners, and replacing these areas with a new 

£,23 the restorer made the semblance 

24 

material, simulating gold lea 

of an arched background, niche-like, for the Madonna's head. 

No reasonable speculation accounts quite satisfactorily 

for the removal from its context of the present fragment. The | 

best assumption we could make is that some disastrous accident 

befell the picture. The least unlikely supposition is that of 

damage in a flood, since that could have destroyed the original 

panel's lower part and left the uppermost area, with the Madonna's 

head, -virtually intact. The removal of the Madonna's head from 

its background would in this case have been a salvage operation, 

not (as might first appear) an-act of vandalism. Whatever the 

nature of such a presumed old accident, the fragment has survived 

in respectable, though somewhat uneven, condition. In best Sree 

are the lighted parts of the Virgin's face and neck, where the 

paint is built on a stronger body of white lead: the nose and the 

proper right cheek and forehead; in addition, the ear and hair 

_=- _-seem undisturbed. --All the more shadowed areas have been rubbed, 

io -rather-erratically=.the velature-that, defined the epidermis are 

-now thinned, unevenly translucent to the shadowed modeling below. 

—- ~The lips-seem-somewhat paled, diminished by a-gslight abrasion. 

=====The color-of=the=Virgin's dress, modulating through a cherry hue, 

42 Ssngipesne-the-bright. hightyatpoumileft, rich and darkened in the 

shadow at-our-right;-was thinly=painted to begin with, and sill is 

___.— almost-altogetner- sound; its color echoes the dress the Virgin in 



Pontormo's St. Anne altar (Paris, Louvre) wears. The head-scarf, 

however, has suffered several losses, and the shadowed space it 

encloses to the proper right side of the Virgin's neck especially 

is thinned to its dark under-tone. The color of the scarf is 

a changeant blue-into-violet, which recalls, in a darker key, the 

headdress of the Virgin in the Annunciation of the Capponi chapel. 

Nothing in the present state of the fragment obscures 

its legibility or interferes with our perception of what the 

artist intended to describe. Wear and time have in fact combine:d 

to let underdrawing on the panel become more visible than it 

originally would have been: the draughtsman's sign is explicit 

in the eyes, the nose, the parallel strokings that underline the 

modeling of the cheeks, and in the marking of the folds of drapery. 

This preparation in drawing, mostly not meant to be confessed, 

conveys in every part its speed, its deftness and its flexibility, 

indicating an image not laboriously transferred from another 

painting but one generated surely here. Then, using the infra-red 

devices’ that permit our! searching out the further preparation, 

below what the naked eye can see, what is revealed is absolute in 

its evidence of originality and in its Beteere tion of Pontormo's 

hand (hig. ec). We have earlier indicated instances of -convincingly 

comparable heads in drawing by Pontormo, but -such resemblances are 

less important to our determination of Pontormo'*s autograph than 

the revelation in this underdrawing of the-unmistakable ductus of 

the artist, which in some passages works as bold, rounding and 

resilient (as in the drawing of the eyes), while elsewhere (as in 
ie 

the lips, the ear and the contour of the pees are aa aSett wath 



the finest, most complex, exasperated sensibility.7> Where the 

painted velature have survived intact or nearly so the modeling 

of the form works with the same fusion between power and fine- 

ness that is in the drawing. The forehead and the lighted cheek 

are soft-shining bosses, making delicate equivocation between 

skin and sculpture; the modeling around the eyes is the recipro- 

cal in its resilience of the drawing that defines them; on the 

nose the fall of light is described with exquisite transparency 

and fineness. 

That the contemporaries of Pontormo's later years as 

well as the succeeding generation found his original painting 

for Rossino of exceptional interest is attested by the unusual 

number of copies of it that survive to us from that time--the 

Boston version, for example, is dated 1561. What that audience 

may have found so compelling in this image may have been a 

meaning in it that seemed in keeping with the temper of the 

Catholic Reform and the subsequent assertive Counter-Reformation. © 

Pontormo's Madonna combines in a highly original way 

a number of traditional motifs-with other, more novel elements 

which anticipate -a new taste in late Cinquecento painting for the 

-- celebration of the domestic virtues of the Hety Family. The 

—=====Madonna herself—is=a-descendant—ef-the-by then old-fashioned 

___.-_—.Madonna of Humility, in which—the-Virgin, seated on the ground, 

= tp cally nolds=the suck Ling-chiad-2°—-tn Pontormo's work, not 

--onliy has the intimacy of the-older—type been abandoned but the 



motif has been subsumed into the larger theme of the contempla- 

tion of the Passion, a theme which is signaled by the Child's 

agitated pose and ecstatic gaze out of the picture (recalling 

the Christ of Pontormo's own earlier Visdomini aitar), the 

meditative expression of the Virgin, her book (which in the 

original most have been open to an appropriate eee and 

her unusual pose--less that of a Madonna than of a sibyl or 

prophetess of Michelangelesque dimension. 

Juxtaposed with this heroic Madonna of Humility is 

the background vignette of Joseph as carpenter, who is “PMBSS 

by the boy Christ and accompanied by a female figure (Anna?) 

who holds a bock.-- Joseph's saw, his Pooeatool and the beam 

placed on it have the symbolic function that his carpenter's 

tools are given in analogous scenes in Flemish paintings;*” 

however, in Pontormo's scene of the carpenter's shop it is the 

foreshadowing of the Passion that is signaled with particular 

poignance as Joseph turns to take the nails carried to him by 

his young helper. 7? Leroy No tmuue move presence of the scene 

with Joseph that is unusual in’ this picture, but the fact that 

he is portrayed as an athletic, youthful man, at work at his 

trade; traditionally in Italian Holy Families goseph had played 

a passive role, as an old, inactive man. In the fifteenth 

century Joseph's image had undergone something of a rehabilitation 

in northern painting, in which, as a carpenter, he was presented 

as an exemplum of humility and industry. °+ However, in Italian 
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art such ideas became influential only after the Council of Trent 

when, for example, the reformer Molanus recommended that Joseph 

no longer be represented as a weak and aged man but as a 

robust, youthful worker, and the Jesuits popularized "Jesus, 

Joseph, and Mary" as the earthly counterpart of the heavenly 

Trinity. >? The prominence given to Joseph the carpenter in 

Pontormo's work, then, emphasizes its theme of humility: as the 

Virgin takes her lowly seat, so Joseph labors at his humble 

craft. And in the motif of the nails the young Jesus brings to 

Joseph the picture also bears the favored Counter-Reformation 

theme of the contemplation of the Passion. 

Because Pontormo's Madonna dates well before the 

codification and popularization of such Tridentine notions of 

Joseph's role, we may be justified in asking if this uncommon 

theme in it was introduced in reference to the recipient of the 

painting--Rossino, the builder of Pontormo's house. While 

Rossino was not primarily a carpenter, the building trades were 

overlapping occupations at the time, and in the very decade in 

which this Madonna was painted the five building guilds _(including 

the Maestri di Pietra e di Legname to which_Rossino must have 

——belonged) were consolidated in the Arte-dei Fabbricanti, the 

____=statutes of which were drawn up in ag be 

If the-unusual subject of Joseph-as carpenter in 

-———Pontormo's Madonna indeed alluded to Rossino, then the unusual 

_background of the-=painting may also -retate to the circumstances 



of its creation. The Madonna is seated in front of a Florentine 

cityscape consisting of a jagged row of rooftops punctuated by 

three towers; to the right, the archway that frames the vignette 

of Joseph at work is evidently unfinished at its top -- could it 

allude to the entrance of a house in course of building? 

Thus, Pontormo's many copyists may have found more of 

interest in his Madonna than its~-characteristically for the 

late Pontormo--singular and aberrant beauty. Its urban, mani- 

festly Florentine setting, together with the vernacular piety 

of its domestic, familial Trinity could well explain the appeal 

of the picture to the younger painters who so frequently copied 

it during the Counter-Reformation years. 



Notes 

1. Alessandro de' Medici (1535; Philadelphia, Museum) and Niccold 

Ardinghelli (ca. 1540-1543; Washington, National Gallery). The 

Maria Salviati (Florence, Uffizi) can no longer be regarded as 

an autograph work by Pontormo. 

2. Probes have been made in the choir of S. Lorenzo to ascertain 

if traces remain beneath the present visible surface but no 

affirmative result has been announced. See ELENA CILETTI, 

"On the Destruction of Pontormo's Frescoes at S. Lorenzo and the 

possibility that parts remain,' The Burlington Magazine CXXI 

CHE Gap Web ae Ee 

3. For the cycle, now divided between the Palazzo Vecchio and the 

Palazzo del Quirinale, see CANDACE ADELSON, in PAOLA BAROCCHI, 

Palazzo Vecchio: committenza e collezionismo medicei, Firenze 

ela Toscana, dein Medici meéla sy buropa del Cinquecento Florence 

[1980) 7 pp. 52—-G0,, Cat., 80-99 JF ror Pontommous: Lamentation. of 

Jacob and Benjamin at the Court of the Pharaoh (both Quirinale) 

and the studies for them, see JANET COX-REARICK, The Drawings 

of Pontormo, Cambridge, Mass. [1964]; expanded ed. New York 

[1981], pp. 315-18; and ADELSON, cat. 83 and_93. The Temptation 

of Joseph (cat. 84) is-also assigned by some critics to Pontormo. 

4. Panel; 45 x 30 cm.; Milwaukee, Wisconsin, Dr. Alfred Bader 

__collection (since 1979}.— The work-was-previously in the collec- 

tion of Dr. E. Shapiro, London (fromthe Christie's sale of 30 



October 1942, with a provenance from the Spanish Art Gallery, 

Moteclys [Tomas Harris |.) 

MARY PITTALUGA, 'Per un quadro smarrito del Pontormo,' L'Arte 

IV [1933], pp. 354-66, lists and briefly comments on twelve of 

these copies. Her list is repeated here (with updated locations, 

if known). 

The following belong to public collections: Florence, Villa 

Poggio Imperiale (now Florence, Gallerie, Depositi inv. 425); 

Florence, Galleria Pitti (from Villa Castello, where it was 

seen by FREDERICK M. CLAPP, Jacopo Carucci da Pontormo, His 

Life and Work, New Haven [1916], p. 217); Munich, Alte Pinako- 

thek (inv. WAF 776); Hampton Court, Collection of Her Majesty 

the Queen (partial copy); and Boston, Museum of Fine Arts 

(inv. 90.165; dated 1561 in the background episode). To Pitta- 

luga's list may be added: Florence, Uffizi, Depositi (see 

LUCIANO BERTI, Gli Uffizi catalogo generale,~ Florence (19791, 

P1261; from the Ferroni collection inv. 117, listed at the 

Cenacolowdi Foligno vby CLARE 0p. .2Ci tc eee Olja and biorence,; 

STULEL 21 Deposits (partial) CODY.) See BERT sop. Cit. i Zoo, 

> -—sromstheavareGeppy. collection )= 

—=— The following versions were listed by Pittaluga as in private 

hands: Florence, Galleria Ferroni [sic] (see above, Florence, 

Uffizi)-+- Florence, Bardi-Serzelli collection; Sesto Fiorentino, 

Villa: Gtucciardini-Corsi-Salviati (passed to Florence, R. Rava 



collection, exhibited Mostra dell'Antiquariato, Palazzo Grassi, 

Veriice -=L9I62 pl 1 XKRVIS Mian Galleria Pesaro (Augusto Lurati 

collection sale April PS=21 7-719 28> pik W6) -9 Bexlin, private 

collection; Richmond, Cook collection (partial copy); and Oxford, 

Vernon Watney collection (sold Christie's, 23 June 1967, lot 20). 

To this list may be added: New York, Nicholas M. Acquavella 

(from the Ferrari and Frascione collections; exhibited at Naples 

and Florence [but there wrongly indicated as having come from 

the Ferroni collection], see below, n. 7, passed to the Acqua- 

vella Galleries, New York, in 1967.. We are grateful to Dott.essa 

Silvia Meloni Trkulja for assistance in clarifying the histories 

of the versions in the Florence Galleries. 

Panel; 120 x 102 cm. This version was exhibited at the Mostra 

del. Pontormo, Florence; Palazzo strozzi-(1956)no--6/, pl. LX; 

and is the most frequently reproduced of the copies. It was 

referred to by Morelli, in a slightly equivocal phrase [I. 

LERMCLIEFF, Die Werke Italienische Meister .. ., Leipzig, 1880, 

85: " . . . Jacopo da Pontormo, ist in einem Madonnenbild (No. 

4490 ... . ebenfalls gut vertreten."] which has been taken as 

an indication of Morelli's belief in its originality. It was 

also considered original ("Signiertes spatwerk"") by FRITZ 

GOLDSCHMIDT, Pontormo, Rosso UNndMEBLOnZinoe -eLerp2zigS[19L)) ps 47. 

The Munich picture seems in fact to be superior to almost ql! 

the other copies, but it is harsh and insensitive by comparison 

with the present fragment. 



7+ Panel;).125,8 x 102,9 cm. ‘Longhis’s-opinionlwas cited when this 

version (then in the Frascione collection, Florence) was exhibited, 

Fontainebleau e la Maniera italiana, Naples [1952], no. 1l, pl. 11; 

and; at the Mostra idel -Pontormo,, no. 68 fap. Ou. In a letter dated 

29 September 1951 to the owners of the picture, Longhi declared: 

msngemivde, Bs) SKeneie, I8)sul 

Gent. Signore, 

Questal-sua, tavola(em. «L.)9) D/2 x 40804295 die Madonna «cou Bambino" 

e nello sfondo, sulla destra, sui gradini di una porta, San 

Guiseppe con San Giovannino e altre figure, ci rivela finalmente 

l'originale di una composizione nota per numerose derivazioni e 

talvolta ritenuta anche del Bronzino. 

L' original ora riapparso non lasecia alecun dubbio sull“artista che 

Ss . . 

lo esegui; trattasi certamente del Pontormo, in una delle sue 

creazioni piu personali e affascinanti. 

La immaginazione del borgo toscano che sormonta il gruppo, 

creando ad esso quasi un coronamento gotico t¥icuspidato; 

= =—]'episodio.-famigliare nello sfonde a-destra; lo sviluppo gigan- 

—_—-. --tesco delle braccia- della Vergine,—di-un "michelangiolismo" 

--=—--=tutto personale=netla isua-bizzarrie,—ci fanno credere che 

quest'opera appartenga all'epoca delle invenzioni piu eccen- 

= triche dei Pontormo;= gil -attirescii depia Certosa dis Val d* Ema. 
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(new paragraph) 

Il dipinto e dunque databile con grande verosimiglianza nel 

quinquennio 1520-1525. 

Mi creda 

Roberto Longhi 

Longhi's judgement is so patently implausible that it must be 

one of those intentional extravagances which the great man 

eccasilonallytaliowed- himself, and of which it is difficult to 

believe that he was not indulging in a leg-pull. 

See CARLO GAMBA, Il Pontormo, Florence [1921], pp. 13-14; 

PITTALUGA, Op. Cit,, Pp. 358. Gamba gives no date, but says 

that the picture "corresponds to the style of the maturity of 

JaACOpO. ~ 

Vasari-Milanesi, VI, pp. 279-80: "Onde il Rossino muratore ... 

ebbe da lui, per pagamento d'avergli mattonato alcune stanze e 

fatto altri muramenti, un bellissimo quadro di Nostra Donna, 

il quale facendo Jacopo, tanto sollecitava e lavorava in esso, 
_—— 

quanto il muratore faceva nel murare." Vasari goes on to relate 

that the picture was bought by Ottaviano de' Medici. 

LONGHI, in Fontainebleau e la Maniera italiana, no. ll. The 

"quotation" from Vasari is actually Gamba's description of the 

Madonna picture with which we are concerned (op. cit., pp. 13-14). 



Longhi gives the date 1520-1525 in the letter cited above in 

Tee wee 

11. LUISA BECHERUCCI, Manieristi toscani, Bergamo [1944], p. 20 

(implied dating of this work in a "gusto michelangiolesco”") ; 

LUCIANO BERTI, in Mostra del Pontormo, no. 67; and CARLO GAMBA, 

Contributo alla conoscenza delerontorme, Florence [1956], 0.) £3. 

12.. Although Pontormo: bought the lot, fer his house in’ via laure in 

1529 (CLAPP, (Op. Clits, Go 57, CADD ag, loc. =) pa uem began ito 

buildsoniy intis34 (Docs (23). ) Vasari- ir lanesap ava Dawes oF 

states that it was the money he received from the Venus and 

Cupid efor Bettininand ter cherportralt oreAlessand2o, de. Medici 

(datable 1535) that he used for his house. The story of Rossino's 

help and the gift of the Madonna follows. The Catasto of 1545 

(mentioned by Clapp, p. 68, n. 58) indicates that the house 

was finished in} i536 (see ASF ,7Catasto Libro. a Parte no. ll, 

f. 448 sinistra); however, Rossino may well have continued work 

anceamenlomeaaTer 

13. Vasari-Milanesi, Vi, p. 288: ““Furcno dopo’ la costu1 morte 

trovati in casa sua molti disegni, cartoni esmodel linda” terra 

___bellissimi; ed un _quadro_ di Nostra Donna stato da lui molto ben 

condotto, per quello si vide, _e con bella maniera, molti anni 

innanzi; il quale fu venduto poi dagli_eredi suoi a Piero 

Salinnieges. © 



14. 

sled 

LG: 

bya. 

Lae 

- 

Vasari=-Milanesi, V1, p. 284:) "Ma tornando a'suoi soliti lavori 

[after the tapestry cartoons of ca. 1545-46], fece un quadro di 

NOSt ra Donna, CueeL in dal OUuCca dOnato abl stoner dor. =. 1DLank |), 

che lo porto in Ispagna." Vasari then begins his discussion of 

the San Lorenzo fresco cycle, begun in 1546. 

It is of course not impossible that Cosimo gave the Spaniard 

a copy, retaining the original in Florence. The question must 

remain moot for lack of evidence, but there were other instances 

when Copies were sent to Spain by the Duke, such as the copy 

of a Leonardo Madonna by Bronzino given to the Duke of Altimira 

by Eleonora da Toledo. 

Uffizi, Gabinetto Disegni e Stampe 6593F recto and 6748F (COX- 

REAR CA OD ECL. 8 CAC. O40 and oo... mrOLreqenieral Stylistic 

Similarities, see also, among others, the Careggi studies, 

COX-REARICK, cat. 314, 316; study for a Venus(?) figure, cat. 

SP manOmcecVehalmO pat hemS CG HeSmrOlbmOLmE Orel Z Or fr Cotes > O fair 

Vasari-Milanesi, VI, p. 280. The others were a copy of the 

Cardinal Guilio from Raphael's Leo X and the Cardinals and a 

CuuGcH pixone. 

Besides PITTALUGA (see n. 8), others have advanced a date after 

iS40Storethe wore: see, CGOLDSCEMIDT, op. cit. , p. 4/; CLAPP, 

Ope 27, 223 9(1540-1550) - Ka We FORSTER, Pontormo, Munich [1966], 

cat. 34 (1540-1543); and, in a reversal of opinion, LUCIANO 



BERTI, Pontormo, Florence [1964], p. CLXX (1543-1545); and idem, 

L'Opera completa del Pontormo, Milan LAG TS Se eCats fl 2 el Ce eee Loeb: 

suggesting that our Madonna should be identified with the 

"Salviati" picture mentioned by Vasari (quoted n. 13 above). 

19. Wasari-=Miteanesi., Vig. 400. 

20 See COSIMO-CONTI » La=prima Reqdiayas Cost mo;de. sMecdi Ore wry 

Florence 71 1893)\57 paoe. 

21. Uffizi, Gabinetto Disegni e Stampe 6629F; see COX-REARICK, op. 

cit., cat. 107A. The picture referred to is listed in the inven- 

tory of thei collection of CardinaleCay vom Cl 596-6667) sconso. 

Ferdinando 1, grandson of .Cosimo i) :7AcSm, Guardaroba 753 7a tenicd, 

" 3 . igzal ra 
no. 463 ("Uno quadro in asse alto b 201/26 Largo 5 Be AN 

entrovi una Madonna con Giesti bambino et altre figure dicesi 

Mano oO copia di Jacopo da Puntormo con adornamento di noce e 

Proll losd.ono. jr 

22. Between Renaissance and Baroque, European Art 1520-1600, no. 187. 

23. But only inadequately; the material used appears to be an ochre 

pains. 

24. These gilded corners were at some later time found inappropriate, 

and were painted out in a dark color matching the original back- 



ground. The painting was in this state when it was exhibited 

at Manchester. The carpentry involved in the substitution of 

the original corners is elaborate, and includes what appears to 

be a curious piece of mortise-work, of which the diagonal cut 

is visible in both the simulated gold areas and on the rear of 

the panel behind them. It may be speculated that the reason 

for this complicated surgery was to eliminate, more than mere 

overpaint would have done, the trace that would have appeared 

(in the upper right corner of the sawed-out fragment) of the 

descending line of the wall behind the Madonna's head. The 

cutting out of the fragment and the accompanying alterations 

could be, from visual inspection, of considerable age, likely 

of the seventeenth century. It appears that the fragmentary 

panel may have been thinned down at the time of its extraction, 

very roughly (as if with an adze), to an average depth of 1.5 

centimeters; this is less than the expected thickness of a panel 

of the dimensions of the lost original. 

25. __It seems unnecessary to labor the further evidence of originality 

_that is supplied by the pentimenti in the contours of the face 

and neck; they do not in any case make major differences from 

-thestinalwsuctace:. cot 

26.-—See MILLARD MEISS, "The Madonna of Humility," Art Bulletin L 

[1936], pp. 435, 448, who points out that in late Madonnas 

—~of Humility the child is rarely shown suckling and that the 



Lire 

28. 

Zoe 

fact that the Madonna is seated on the ground no longer had the 

specific and special meaning that it had earlier. Pontormo's 

Madonna is akin to two previous Cinquecento Florentine Madonnas 

of .thismtype, -both part ofvHoly= family groups——Andrea dei Sarto's 

Borgherini Holy Family, a rare sixteenth-century example of the 

typical nursing motif, and Michelangelo's Doni tondo, the deri- 

vation of Pontormo's work from which is made quite clear by the 

adaptation of the Madonna's arm as that of the child in the 

later work. 

The book is blank in the copies except in the Munich version in 

which one reads in the midst of indecipherable lines IACOPO / 

DAPON / NO; and, in the left margin, the capitals OFF ENO. 

When this group has been mentioned the child has invariably been 

identified as the little St. John the Baptist and (except by 

BERTI, Op. Cit. , “1973,) cates 129)@ theswomaneas, Steet 1 zapetn. 

The most notable example is the Mérode Altarpiece. For the sym- 

bolism of Joseph's tools in relation to the theme of Joseph's 

role in the incarnation by his deception of the devil, see MEYER 

SHAPIRO, "'Muscipula Diaboli,' The Symbolism-of the Mérode 

Altarpiece,” Art Bulletin XxVile [1945], pp s2—077 and (CHARLES 

I, MINOTT, "The Theme of the Mérode Atlas piece gear ceoul Lem rine i. 

[1969], pp. 267-71. 



30. The nails in the pail are clearly delineated in most copies of 

Pontormo's work; however, in some of the versions they have 

been rendered as fiowers! In this connection it is of interest 

that St. Joseph was occasionally paired with Joseph of Arimathea 

in the theme of the "Two Josephs," as in Gian Francesco Maineri's 

Madonna with Sts. Joseph and Joseph of Arimathea (Cranford Manor), 

in which Joseph holds his carpenter's square and Joseph of Arima- 

Eheamenemenrece nal! ss CrmthemGnuci eal one 

31. See above, n. 29. The most fervent advocate of a Joseph cult was 

Jean Gerson (1363-1429), chancellor of the University of eK. 

who emphasized the moral, familial virtues of the saint, his hum- 

ble trade, his role as the "guardian of the oars of the 

incarnation, sana his: youth (see =SHAPIRO, op. cit., pp. 184-85) 

For Joseph the carpenter as an exemplum of humility, see also 

the Meditations on the Life of Christ, ed. I. RAGUSA and R.B. GREEN, 

Princeton [1961], pp. 69, 76. 

32., )9MOLANUS 7 De picturis et imaginibus sacris, Louvain [1570], ch. 

LXII. For Joseph's glorification in the period of the Counter- 

Reformation, see L. REAU, Iconographie de l1'Art Chretien, Paris 

[19S6)7 1 Liye peee oar i. —, 

33. See RICHARD A. GOLDTHWAITE, The Building of Renaissance Florence, 

Baltimore and London [1980], Doee249—7 2 ee Thess patron saints of 

the Maestri di Pietra e di Legname were, of course, the Quattro 



Caption copy 

Here attributed to Jacopo Pontormo. Head of the 

Madonna. Milwaukee, Wisconsin, Dr. Alfred Bader. 

Copy after Pontormo. Holy Family. Munich, Alte 

Pinakothek. 

Copy after Pontormo. “NewYork, 9N-M- sAccuavedla 

Galleries, from the Frascioni Collection. 

After Pontormo. Benjamin at the Court of Pharaoh. 

Rome, Palazzo del Quirinale. 

Joseph as» Carpenter, detarljomenig. 92. 

Pontormo, study for the? tapestry ofeben jeminmeacecie 

Court of Pharaoh, detail (enlarged). Florence, 

Uffizi, Gabinetto Disegni e Stampe, 6593Fr. 

Pontormo, Three Graces, detail (enlarged). Florence, 

Uffizi, Gabinetto Disegni e Stampe,—§748F. 

Pontormo, Head of the Madonna, infra-red photograph. 

Milwaukee, Bader Collection. 
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Pontormo Page 2 

the paint nor ithe gesso drip or;sag off the Iront plane onto the 
Sides except at the upper left and right where there are recent 
additions. 

The paint surface is generally in good condition. Best preserved 
are the halo, hair, ear, and the light sides of the Virgin's face 
and neck where there are only a few tiny, discrete losses. ‘The 
Shaded side of her face, originally painted very tninly, has been 

rubbea even thinner, leaving the uppermost glazes somewnat spotty 
and uneven. The red robe and greenish background each have numer- 
ous, fairly discrete losses. The changeant blue-purple mantle is 
in worst condition with numerous losses plus large areas (dark 
areas, like left of Virgin's neck) wnere a cooler layer of color 
is almost entirely gone, leaving brown underpaint exposed. 

The cleaned painting was varnished with Talens Kembrandt Retouching 
Varnish. A few small losses or indentations were filled with bees- 
wax. Inpainting was executed with dry pigments in a polyvinyl ace- 
tate medium and fixed with polyvinyl acetate spray varnish. ‘talens 
Rembrandt Picture Varnish was brushed on as the final coating. 





LEED | INDIANA UNIVERSITY | SCHOOL OF FINE ARTS 
(ENE \ _ Fine Arts Building 

: Bloomington, Indiana 47405 

Oct. 8, 19384 

Dr. Alfred Bader, Chairman 

Aldrich Chemical Company, Inc. 

P.O. Box 355 

Milwaukee, Wisconsin S32601 

Dear Dr. Bader: 

I just returned from Minneapolis to find your letter waiting for 

me. 

I reported our general reflectoqraphy findings to your wife, and 

I will send copies of our comments along with the contact sheets 

of the photographs we took as soon as they are ready (within 

several weeks, I presume). It was possible to detect 

underdrawing in the Pontormo: there is quite a bit of shading in 

the face (some visible to the naked eye, in fact). Our results 

seem to be more detailed than the infrared photograph which was 

published in the Burlington Magazine. I trained the camera anly 

for a moment on the Fetti and the Terbruqghen, but long enough to 

realize that we were not penetrating the surface paint Ceither 

too thick, or painted on a dark background). I also examined the 

little Master I.S. and found that the figures were painted on top 

of the finished architectural background, and I took a 

reflectogram to document this. 

Our visit to Milwaukee was made so much more pleasant by the time 

you took with Cathleen Hoeniger and myself, not only by inviting 

us to dinner but also by your obvious interest in acquiring more 

information about your paintings. 

I have given Professor Bruce Cole and Heidi Gealt, our museum 

curator, Mrs. Middeldorf’s comments. Heidi Gealt may contact you 

about your Fetti, in fact. They would welcome you in Bloomington 

as much as I53 we will see what’s possible to arrange in this 

regard. 

Sincerely yours, 

Marfa, “Prue 

Molly Faries, Associate Professor 





Christie’ S 8, KING STREET, 
CHRISTIE, MANSON & WOODS LTD. ST. JAMES’S, 

TR EN alors LONDON, SWIY 6QT 
GUY HANNEN, M.C. (Deputy Chairman) 
PAUL WHITFIELD (Managing Director) 
DAVID N. ALLISON (Secretary) REGISTERED OFFICE 

THE HON. PATRICK LINDSAY MICHAEL CLAYTON x = cal ete aan Telephone: 01-839 9060 

THE HON. DAVID BATHURST Cc. D. RALPHS S 

W. A. COLERIDGE ANTHONY BROWNE Telex: 916429 

J. M, BROADBENT, M.W. HUGH ROBERTS 

W. A. SPOWERS FRANCIS RUSSELL ee fee cece REGISTERED IN ENGLAND NO. 1128160 

THE HON. CHARLES ALLSOPP DR. CHARLES AVERY r NGM AN GRETA ai ecuniNzoe Please quote in all correspondence 

HUGO MORLEY-FLETCHER ELIZABETH LANE ji 
ALBERT MIDDLEMISS, F.G.A. CONALL MACFARLANE Ref. JH spr 

WILLIAM MOSTYN-OWEN R. P. HOOK 

T. E. V. CRAIG R. D. MCEUEN 

T. MILNES GASKELL J, ROUNDELL 

GREGORY MARTIN R. SANCROFT-BAKER 1 0 t h S ep t emb € r 1 ) 8 4 

JOHN LUMLEY G. R. PERMAN 

PETER HAWKINS D. ELLIS-JONES 

Cc. R. PONTER CHARLES CATOR 

ALAN TAYLOR-RESTELL HENRY WYNDHAM 

HERMIONE WATERFIELD 

JONATHAN M. PRICE, F.C.A. Consultant: A. G. GRIMWADE 

Dear Mr. Bader, 

I am so sorry that you were sent constant reminders regarding the 

payment for the sale July 25th 1984. As you rightly mention, your 

letter containing the cheque remained unopened on my desk until my 
return on August 27th. My Dyson, who is in charge of the accounts 

section, also sends his personal apologies and confirms that all 

LS sinorder,. 

As regards to the painting "Pontormo", I think I have managed to 
vec Cmetate. We sold a collection of paintings etc. on July 21, 1950 

described as follows 

The Collection of Alan G. Fenwick, Esq. removed from Thurlestone House, 

Cheltenham. 
Lot 121 SARTO 
The Virgin and Child with the Infant St. John 

On Panel 37 ex ea0 

Kromethe Cotleccetan, of W.) Hope 
Northwick 1657 (you stated 1557) 

sold for 35 Guineas to David Koetzer. 

Hope this helps with your researches. 

My regards to you both. 

Yours sincerely, 

j Dance 
Jp lanco ck 





(lbh _ 

MANTIS FN: G AT IEE Ray 
Old Master and 19th Century Paintings, Drawings and Sculpture 

7/8 MASON'S YARD, DUKE STREET, ST.JAMESS, LONDON, S.W.1. TEL: 01-930 2437 TELEX: 883762 

Alfred Bader Esq. 
Aldrick Chemical Company Inc. 
BA Oe BO xg! 
Milwaukee, Wisconsin 53201 

USA 

20 August 1984 

Dear mr. Bader, 

Thank you for your kind letter of the 13th of August. Beautiful though 
the small 'Head' attributed to Pontormo is, the fact that it isa 

fragment creates a certain problem. Your Bronzino sounds interesting, 
especially as we have an outstanding early work by the artist at the 
moment. 

We look forward to receiving your photograph of the picture. 

Yours sincerely, 

Patrick Matthiesen, Director 

In association with 

STAIR SAINTY MATTHIESEN 

141 East\69th Street- New York, New York 10021 - (212) 288-1088 

Matthiesen Fine Art Limited: Registered f){fice’ Euro House, 1394/1400 High Road, London N20 9BE No. 1356180 VAT. Registration No. 242 5031 05 
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PO JACOPO PONTORMO? THE VIRGIN AND GIIII 

(Gail Novo 





ix) Formerly 

nbury; panel, 

3 June 1967 
tti (in store 

l, c. 120 X 102 

li-Serzelli Col- 

/xi1) Formerly 

jale, Galleria 

11926 (106)); 
lo Fiorentino, 

ti. (xiv) For- 

Iclion; panel, 

, Christie’s, 2 

R. Rava Col- 

juge (1n store). 

‘vill) Cracow, 

74.5 x 60 cm. 
kx) Anderson 

erly London, 

rs head only; 
chester, 1965 

with a Baptist 

Lo, attributed 
| 

ie has proved 

»y Pontormo. 
’s by Morelli 

roldschmidt, 

Zig, IQI1), p- 

the best, but 

alian artist; 

1927), p. 13, 

saw in it the 

her opinion 

ontormo by 

logue), and 

Naples cata- 

version has 

1 technique. 

»rmo (Milan, 

ywn versions 

was cleaned 

remely solid 

1ost flawless 

vidth joined 

ng channels 
driven from 

of the best 

bre 1974 No. 
isfigured; it 
her seriously 
quality. The 
f a marked 

‘tical grain, 

almost throughout, and of the surface wear of 

a delicate and vulnerable technique. The 

Virgin and Child is in most parts very thinly 

painted, and the transparency is such that 

underdrawing 1s clearly visible (most obviously 
in the Christ Child’s arm and the Viregin’s 

head). The blue middle-tones of the Virgin’s 

veil and robe, and of Josepl’s coat, have 

he medium which suffered a breakdown otf 

produces an effect ike ultramarine sickness; 

these half-tones are glazed over now-trans- 

parent brownish shadows. ‘Phe Virgin’s dark- 

green sleeve is very thinly glazed, partly 

hatched, over a pale-brown ground. In 
contrast the Virgin’s dress is a denser, almost 

enamel-like, cinnabar. Some old repainting 

remains over the much-damaged skyline, 

obscuring details of towers and roofs. 

Some pentimenti visible to the naked eye are 
clarified by a radiograph and_ infra-red 

photography (Courtauld Institute, xa 1355, 

RA 298). There are adjustments to several 

profiles, the more important ones occurring in 

the dress on the Virgin’s right shoulder, in the 

Child’s left shoulder (a very sharp accentuation 

of the muscles, followed in all other versions 

and in the position of His foot (initially more 

inclined); there are changes in the level of 

Joseph’s stool, in the position ofa small window 
in the lower wall by the left margin, and the 
paper in the Child’s hand is painted over the 

Virgin’s dress. Most significantly there is a 

change in the Virgin’s expression; the eyes 
were first painted looking more forward than 

down. ‘The break in the left profile of the 

doorframe, to be found in almost all versions, 

was made at a late stage in this one. 

No. 211 has hitherto always been regarded 

as a copy; Clapp, and following him Collins 
Baker, placed it in the workshop of Alessandro 

Allori, whose technique it in no way resembles. 
Law, who accepted with scepticism the earlier 

attribution to Bronzino, was perhaps the first 

to recognize that the design was Pontormo’s 
but followed Morelli’s identification of (v) 

above, as the original. The recent cleaning and 
laboratory examination of the picture have 

made it less easily dismissed as a copy, without 

producing conclusive evidence that it must be 

the lost original; the pentimenti apparently 

make a strong point in favour of its being the 

original but in the case of an artist trained in 
the workshop of Andrea del Sarto, as Pon- 

tormo was, such changes must be interpreted 
with caution. As with Andrea’s paintings 
(compare No. 5, above) the issue must be 

Catalogue no. 211 203 

resolved (in the absence of documents and 

complete provenance) principally by a judge- 

ment of technique and quality. In my view No. 

211 now appears, after its condition is taken 

mto account, ol convincing] Pontormesque 

technique, resembling in this respect especially 

the Saint Jerome in Hanover (c. 1530) and the 

Portrait of Alessandro de Medici in the Johnson 

Collection, Philadelphia 1534-5), two pic- 

tures generally accepted as autograph and in 

similarly worn condition. It is expressively 

effective where the other versions are not, 

pal ticular ly in the better-preserved head of the 

Christ Child; and the group in the background 

comes well out of a comparison with figures on 

a similar scale in the Martyrdom of the Ten 

Thousand ( Palazzo Pitt) and in the background 

of the Visitation at Carmignano, both 

1529-20. 

At first sight it would seem that a careful 

analysis of such a large number of versions 

should produce a definitive specification, 

based on consistently-recorded detail, for the 

yriginal; unfortunately this approach is also 

inconclusive. ‘There is, for example, no writing 

visible now on the book in No. 211, whereas 

a few other versions hav e some IN Fae Wis A tema 1. Sh 

(xvil)); but in each it is different. In any case 

the repetition of identical detail may only show 
that some pictures are copies of copies. This 

kind of examination produces, however, one 

pomt which may stand against No. 211 being 

the prime original: that in this version the dark 

framing of the round arch has a reverse curve 
at the apex, like an ogee, which is very 

characteristic of Florentine doors and windows, 

and this detail (which is not a restorer’s 

distortion) is followed in only one other version 

(ix). On the other hand the details of buildings 

in the background may come closest of all to 
actuality (the next most convincing in_ this 

respect is probably (iii)). Law remarked that 

“The Bargello, Duomo and other buildings in 

Florence are in the background’, and it seems 

that in principle he was right, although the 

detail in no version has the topographical 
accuracy of, for example, the veduta in Vasari's 
Alessandro de’ Medici (Uffizi). It can hardly be 

doubted that the campanile with spire-like top 

against the left margin is that of the Badia, the 
dome with lantern, bell and cross is presumably 

that of the Duomo seen from a low viewpoint, 

but summarily described, and the tower 

between is in that case in the position of that 

of the Bargello, with, however, a capping like 
that of Palazzo Vecchio. This central complex 
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204 Pontormo ~ Giulio Cesare Procaccini - Domenico Puligo 

is seen at some distance from the south-east, 

over the roof-tops among which is an altana, 
supported on a column, towards the right. 

It is clear that to assert that No. 211 is the 
lost original of Pontormo’s most copied picture 

would be unjustified; but the cleaning has 
revealed that it may be, and that its claims on 

grounds of quality are better than those of any 

other known version. In the past there has been 
a divergence of opinion as to the date of the lost 
picture: Clapp placed it in the decade after 
1540, and was followed by Mary Pittaluga, 
Janet Cox Rearick (The Drawings of Pontormo 

(Cambridge, Mass., 1969), p. 317) and 

Forster, whereas Luisa Becherucci (Manieristi 

toscan. (Bergamo, 1944), p. 20) and Luciano 
Berti (in exh. cat., Florence (1956), p. 39) put 

itc. 1530. The chronology of Pontormo’s works 
from the late 1520s to his death in 1556 is 
difficult and controversial; nevertheless the 

stylistic character of No. 211 and the com- 
parative material it suggests seem consistently 
to indicate that the earlier date 1s more nearly 
correct; the first half of the 1530s is the most 

likely period of its execution. 

The subject in this composition has received 
little or no comment, yet itis very unusual. On 

the one hand this is a late survival of the 
‘Madonna of Humility’ type with the Virgin 

seated on the ground; the type had also been 
followed by Andrea del Sarto. On the other 
hand the group in the background suggests a 
particular occasion; if the young boy with back 

turned, offering Saint Joseph a basket of 

grapes, is properly recognized as the Baptist, 
then the older woman in the arch, reading a 

book, is probably his mother Saint Elizabeth; 

and in that case the moment is during a visit 
paid by one Holy Family to the other (the 
Baptist’s to Christ’s, with Saint Joseph 
interrupted at his carpentry, is explicitly the 
subject of Federico Barocci’s Madonna della 
Gatta, c. 1590-8). Thus it would seem that the 

current of thought between Virgin and Child 
is the result not only of her reading the book 
but also of His reading a message (convention- 
ally Ecce Agnus De) on the paper in His hand, 
given to Him a moment earlier by the Baptist; 

the latter’s grapes must also symbolize the 
Passion. 

Giulio Cesare Procaccin} 

Son of a Bolognese painter Ercole Procaccini, 

or Percaccini (1520-95), born in Bologna in 

1574, died in Milan 1625; his elder brothers 
Camillo and Carlo Antonio were also painters. 

Camillo was the first to move to Milan; Ercole 

and his other sons settled there in 1585-6. 
Giulio Cesare began his career in sculpture, 

and is first recorded in Milan, working in 

marble in the Duomo, in 1591-9 (he is still 
recorded as sculptor in 1616). His reputation 

as a painter is already attested by a letter of 

Federico Zuccaro’s, 1603-4, but his first 

known commission is for part of the decoration 

of a chapel in the Broletto, Milan, in 1605 

(three paintings are now in the Castello 

Sforzesco). In 1610 he was commissioned to 
paint six Miracles of San Carlo Borromeo for the 

Duomo. From 1618 he worked for some years 
for Carlo Doria in Genoa, but made his will in 
Milan in 1625 and died there the same year. 

He is best known for large-scale religious 
works, much influenced by Camillo and by a 
personal study of Parmigianino; but a post- 
humous inventory of his studio lists portraits, 
mythologies and a landscape. 

212. THE HOLY FAMILY WITH 
NGELS (Plate 182) 

Hampton Court (1198). Panel: 116.5 x 71.2 X 
1.2cm, 453x28xin. (excluding modern 
protective strips on all sides). 

The Virgin kneeling, looking down to the 
Christ Child, whom she supports with her left 

hand while holding a bunch of roses in her 

right; He is seen from the back, standing on His 
left foot, twisting to look up to the left; Saint 
Joseph, in shadow over the Virgin’s right 
shoulder, offers Him an apple; two heads of 
angels upper right; dark background. 

Provenance: From the Melzi Collection, Milan; on 
the back a large 53 in black paint and the green wax 
seal of the Ufficio esportazione di Milano; acquired 
by Prince Albert through Gruner in 1845 and 
placed in the Waiting-Room in the Household 
Wing at Osborne (Catalogue (1876), No. 632); 
removed to Buckingham Palace in April 1go02 (1920 
catalogue (g1)); to Hampton Court in 1947. 

Literature: Cust (1909), p. 58; H. Brigstocke, in Burl. 
Mag., vol. oxvt (1974), p. 692 

There are two paintings with a closely-related 
but not identical composition, one in the 

Gallery at Dresden (643), panel, 162 x 107 cm, 
the other a small canvas in the National 
Museum in Poznan (830) which is probably a 

copy; a third, a small panel, in the Art 
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909. A NYMPH, SATYRS AND 

pUTTI 

Hampton Court (1191). Canvas (relined) : 41.6 X 

133-7 cm, 163 X 523 in. 

A copy of No. 203, above. 

poe el AWE Ee GOATS 

2) Canvas (relined): 41-3 X 
Hampton Court (1193 

131.1 cm, 164 x 513 In. 

A copy of No. 204, above. 

Provenance: Probably from the private collection of 

George V or Queen Mary; transferred from York 

House to Buckingham Palace on 2! October 1924 

jJabels on back), and to Hampton Court in 1947. 

This set of copies has a distinctly rococo quality 

and was apparently made in the eighteenth 

century, in England. The enlarged area, with 

respect to the originals, is made up by broad 

black edges. 

Pontormo 

Jacopo Carrucci da Pontorme, near Empoh, 

horn 1494; he arrived in Florence, an orphan, 

¢. 15075 and there received (if early sources are 

a remarkably comprehensive ti aining: 

Cosimo, 

Sarto, 

correct) 

with Leonardo (briefly), Piero di 

Albertinelli and finally Andrea del 

whose Style ¢. 1512-13 was certainly the 

principal inspiration for the earhest wor ks of 

Pontormo known now (carnival decorations of 

Annunziata of 
1513 and frescoes at SS. 

1513-14)- Although gifted with technical 

facility and such excellent training, Pontormo 

never found production easy, impeded in part 

at least by a fertile and restless invention. He 

was fortunate to be a favourite of the Medici, 

for whom he painted portraits and frescoes, 

notably the lunette Verlumnus and Pomona of 

1520-1 in their villa at Poggio a Caiano, and 

whose pauence he stretched in repeated 

decorative commissions thereafter
, culminating 

in the frescoes of the choir of S. Lorenzo, 

ynfinished at his death in 1556. He appears to 

have been in Rome briefly in 1520 or 1521, and 

left Florence again for the Certosa di Galluzzo 

1523-5» principally to paint a fresco-c ycle of 

the Passion in the cloister (unfinished) ; in these 

theadmiration heshared with other Florentines 

Catalogue nos. 198-211 201 

for Direr’s prints exercised an overwhelming 

influence. The next turning-point in his career 

came in 1531 2 when he was selected by 

Michelangelo to paint from his cartoons a Nola 

me tangere and a Venus (see below, No. 302), 

both of which survive. But from that point unl 

his death the loss of almost all datable works 

makes Pontormo’s career difficult to follow and 

chronology controversial. A diary of the period 

554-6 1s a remarkably personal document 

which testifies to his idiosyncrasy and the loyal 

friendship of his former pupil Bronzino (see 

above, No. 55). 

Attributed to Pontormo 

e11. THE VIRGIN AND SUE WE) 

(Plate 180) 

Hampton Courl (77 Panel (poplar 
‘ 
( 102.5 X 3.5 cm, 48 x 10% X 1g U1. 

Full-length, the Virgin seated on the ground, 

her shoulders nearly frontal, her knees swung 

to the left; she supports with her right hand an 

open book resting on the ground, her left hand 

holds part of her robe and sipports the naked 

Christ Child from beneath; He kneels on her 

robe to the right, leans across her knees and 

turns to look up to His left, His left hand 

holding a paper(?) on her knees; she wears an 

orange-red dress with dark-green sleeves, a 

dark-blue and and robe; the 

background is of houses and towers against a 

night-sky, with a gate ina wall to the right, in 

front of which is Joseph in a blue coat engaged 

in carpentry assisted by a boy (the Baptist? 

beyond and up three steps an old woman 

standing in the arch, reading a book, and in 

the distance a young girl as¢ ending a stairway. 

brown. veil 

Provenance: Probably acquired either by Frederick, 

Prince of Wales, or by George III; first securely 

identifiable in the Kensington 1818 inventory (4.39), 

as by Andrea del Sarto, 48 X 40} in.; at Hampton 

5 (66), as by Bronzino, hung in the 

Chamber; Redgrave’s V.R. 

1866, as by Bronzino. 

Court by 183 
Second Presence 

inventory, 31 December 

There are fragments of a seal bottom right which 

will never be intelligible. 

Literature: Jameson (1842 _vol, u, p. 306; Law (1881 

and 1898), No. 249 (and addenda); F. M. Clapp, 

Jacopo Carucer da Pontormo (New Haven, Conn., 

1910), pp. 212, 

M. Pittaluga, in L’ Arle, N-s vol. 1v (1933), Pp. 36 

kK. W. Forster, Ponlormo Munich, 1966), p. 153 

217; Collins Baker (1929), P. 1175 
aie 4h 
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agin weical "A Pontormo (partly) recovered 

TIME has treated no other great painter so harshly as 
Jacopo Pontormo. From the whole last quarter-century 
of his career only two works in painting remain to us, 
both in portraiture, which was for him a secondary 
genre.! His loggia frescoes at the Medicean villas of 
Careggi (1535-36) and Castello (1538-43), as well as the 
great fresco cycle in the choir of S. Lorenzo (1546-56), 
have vanished altogether,” leaving only Pontormo’s ideas 
in drawing for them — considerable in number and 
remarkable in quality, but no evidence for his powers as 
a painter; the two tapestries made c.1545-46 from his 
design for the series meant to hang in the Sala dei 
Dugento of the Palazzo Vecchio obviously contain no 
trace of his hand. The reappearance of a painting from 
these late years is thus a matter of some significance, 
even if what has reappeared is only a fragment of a larger 
work. The whole painting from which the present frag- 
ment, a Head of the Madonna (Fig.1),4 comes has long been 
known from a large number of copies, most of them of 
sixteenth-century date and some of them of high qual- 
ity.° It has in the past been claimed for two of these that 

1 Alessandro de’ Medici (1535; Museum of Art, Philadelphia) and Niccolo Arding- 

helli (c.1540-43; National Gallery, Washington). The Maria Salviati (Uffizi, 

Florence), can no longer be regarded as an autograph work by Pontormo. 
2 On the projected investigation to determine if traces may remain of the 
frescoes in S. Lorenzo see ELENA CILETTI: ‘On the Destruction of Pontormo’s 
Frescoes at S. Lorenzo and the possibility that parts remain’, THE BURLINGTON 
MAGAZINE, Vol.CXXI [1979], p.770, n.34. 
3 For the cycle, now divided between the Palazzo Vecchio and the Palazzo del 
Quirinale, see CANDACE ADELSON, in PAOLA BAROCCHI; Palazzo Vecchio: commit- 

tenza e collezionismo medicet, Firenze e la Toscana det Medici nell’ Europa del Cin- 

quecento, Florence [1980], pp.52-63, cat.80-99. For Pontormo’s Lamentation of 
Jacob and Benjamin at the court of the Pharaoh (both Quirinale) and the studies for 
them, see JANET COX-REARICK: The Drawings of Pontormo, Cambridge, Mass. 
[1964], expanded ed. New York [1981], pp.315-18; and ADELson, loc. cil., 
cat.83 and 93. The Temptation of Joseph (cat.84) is also assigned by some critics 

to Pontormo. 
4 Panel; 45 by 30cm; Dr Alfred Bader collection, Milwaukee, Wisconsin 

(since 1979). The work was previously in the collection of Dr E. Schapiro, 
London, from the Christie’s sale of 30th October 1942, with a provenance from 

the Spanish Art Gallery, Ltd. (Tomas Harris). 
5 MARY PITTALUGA: ‘Per un quadro smarrito del Pontormo’, L’Arte, IV [1933], 

pp.354-66, lists and briefly comments on twelve of these copies. Her list is 

repeated here (with updated locations, if known). 

The following belong to public collections: Villa Poggio Imperiale, Florence 
(now Gallerie, Florence, Depositi inv.425); Galleria Pitti, Florence, (from 
Villa Castello, where it was seen by FREDERICK M. CLAPP: Jacopo Carucci da 

Pontormo, His Life and Work, New Haven [1916], p.217); Alte Pinakothek, 
Munich (inv.WAF 776); Hampton Court, Collection of Her Majesty the 
Queen (inv.77); and Museum of Fine Arts, Boston, (inv.90.165) dated 1561 in 

the background episode). To Pittaluga’s list may be added: Ufhzi, Florence, 

Depositi (see LUCIANO BERTI: Gli Uffizi: catalogo generale, Florence [1979], 
P1261; from the Ferroni collection inv.117; listed at the Cenacolo di Foligno by 
CLAPP, op. cit., p.201); and Uffizi, Florence, Depositi (partial copy; see BERTI, 

op. cit., P1253, from the Vaj Geppy collection). 
The following versions were listed by Pittaluga as in private hands: Galleria 

Ferroni, Florence, (see above, Uffizi, Florence); Bardi-Serzelli collection, Flor- 

ence; Villa Giucciardini-Corsi-Salviati, Sesto Fiorentino, (passed to R. Rava 

collection, Florence, exhibited Mostra dell’Antiquariato, Palazzo Grassi, Venice 
[1962], Pl.XXXV); Galleria Pesaro, Milan (Augusto Lurati collection sale, 
18th-21st April 1928, Pl.16); private collection, Berlin; Cook collection, Rich- 
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they were not copies but Pontormo’s original, but neither 
proposal has received serious assent. The first of these is 
the version in Munich (Alte Pinakothek, Fig.2), in which 
the inscription JACOPO/DAPUN/NO appears on the 
Madonna’s book; this was claimed by Morelli (though 
not quite explicitly) and by Goldschmidt as Pontormo’s.® 
The second is a version now in New York, which was 
considered to be the original by Longhi (Fig.3).7 

mond, (partial copy; sold Christie’s, 2nd April 1948, I of 157); and Vernon 

Watney collection, Oxford, (sold Christie’s, 23rd June 1967, lot 20). To this 

list may be added: Nicholas M. Acquavella, New York (from the Ferrari and 
Frascione collections; exhibited at Naples and Florence — but there wrongly 

indicated as having come from the Ferroni collection, see below, n.7 — passed 
to the Acquavella Galleries, New York in 1967). We are grateful to Dott.essa 

Silvia Meloni Trkulja for assistance in clarifying the histories of the versions in 
the Florence Galleries. 

As this article goes to press, the authors have received a copy of the entry in 
John Shearman’s new book The Pictures in the collection of Her Majesty The Queen: 
The Early Italian Pictures (see p. 557 for Ellis Waterhouse’s review of this vol- 
ume) on the version of this design in that collection (No. 211, pp.201—-04). 
Shearman there raises, very cautiously, the possibility that the Hampton 

Court Picture, always previously thought a copy, might instead be Pontormo’s 
original. It appears that at the time of writing his catalogue entry Shearman 
knew the fragment we present only in an older photograph taken before clean- 
ing. Shearman’s entry contains eight additional items. One of these (vi) is 
actually Uffizi Cat. P1261 listed under its former location; another (xiii) is the 
same picture as the one now in the Rava collection (xv); the remaining six 
(some of which may be identical with untraceable items in Pittaluga’s list) are 
described as follows: (iv) Private collection, York; panel 116.8 by 97.2 cm; (xv, 

recte xvi) Leningrad, Hermitage (in store); (xvii) with Wildenstein, 1951; 

(xviii) Cracow, Castle of Wawel (21); panel, 74.5 by 60 cm; (xix) Douai, 

Musée (in store); (xx) Anderson Collection, Fetchan. It may be added that his 
(vii) listed as New York market is identified as with Acquavella in our list and 

that the version here under discussion is listed under its former owner (xxi). 
Uffizi Cat. P1253 does not appear in Shearman’s list. Shearman makes 
numerous interesting observations in his entry, which should be read in con- 

junction with our article. 
© Panel; 120 by 102 cm. This version was exhibited at the Mostra del Pontormo, 

Florence, Palazzo Strozzi [1956], No.67, Pl.LX; and is the most frequently 

reproduced of the copies. It was referred to by Morelli, in a slightly equivocal 
phrase (I. LERMOLIEFF: Die Werke Italienischer Meister .. ., Leipzig [1880], p.85: 
‘... Jacopo da Pontormo, ist in einem Madonnenbild (No. 4490 .... ebenfalls gut 
vertreten.’), which has been taken as an indication of Morelli’s belief in its 
originality. It was also considered original (‘signiertes Spdtwerk’) by FRITZ 

GOLDSCHMIDT; Pontormo, Rosso und Bronzino, Leipzig [1911], p.47. The Munich 
picture seems in fact to be superior to almost all the other copies, but it is 
harsh and insensitive by comparison with the present fragment. 
7 Panel; 125.8 by 102.9 cm. Longhi’s opinion was cited when this version (then 

in the Frascione collection, Florence) was exhibited, Fontainebleau e la Manvera 
italiana, Naples [1952], No.11, Pl.11; and at the Mostra del Pontormo, No.68, 
P1.61. In a letter to the owners of the picture, Longhi declared: 

Firenze, 28 Sett. 1951 

Gent. Signore, 
Questa sua tavola (cm. 1192 X 40¥2) di ‘Madonna col Bambino’ e nello sfondo, sulla 

destra, sui gradini di una porta, San Giuseppe con San Giovannino e altre figure, ct 
rivela finalmente originale di una composizione nota per numerose derwwaziont e talvolta 
ritenuta anche del Bronzino. 
Loriginal ora riapparso non lascia alcun dubbio sull’artista che lo esegui; trattasi 
certamente del Pontormo, in una delle sue creazioni piu personali e affascinantt. 

La immaginazione del borgo toscano che sormonta il gruppo, creando ad esso quasi un 
coronamento gotico tricuspidato,; l’episodio famigliare nello sfondo a destra; lo sviluppo 
gigantesco delle braccia della Vergine, di un ‘michelangiolismo’ tutto personale nella sua 
bizzarria, ci fanno credere che quest’opera appartenga all’epoca delle invenzioni pri 
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Attempts have been made to associate this famous 
composition with one of the thus far unidentified 
Madonna paintings mentioned by Vasari in his vzta of 
Pontormo. Pittaluga, who in 1933 reviewed all the ver- 
sions then known, followed Gamba® in connecting the 
work with the ‘bellissimo quadro di Nostra Donna’ that Vas- 
ari says Pentormo gave to Rossino the mason for finish- 
ing his house, and which afterwards was bought by 
Ottaviano de’ Medici.® Pittaluga dated the composition 
just after 1540. Longhi also associated the work with the 
Rossino picture (but the description of the Pontormo 
composition, which he gives as if quoted from Vasari, 

occurs nowhere in Vasari’s text), dating it to 1520-25.1° 
Becherucci and Berti also made this connection, dating 
the Rossino picture to about 1530; Gamba in 1956 re- 
peated his earlier opinion.!! However, work on Pon- 
tormo’s house was in progress only from the mid- 
1530s;1!? thus, if the association of this Madonna painting 
with the gift made to Rossino is correct, the early datings 
are excluded, while that suggested by Pittaluga becomes 
most probable — provided (as we shall demonstrate) that 
the style of the work accords. 

Another Madonna mentioned by Vasari and so far 
unconnected was the ‘Nostra Donna’ found in Pontormo’s 
house after his death in 1556 and sold by his heirs to 
Piero Salviati.13 Berti suggested that this citation also 
might perhaps be associated with our picture. However, 
Vasari adds that the work sold to Salviati had been 
painted ‘molti anni innanzv’, clearly meaning thereby many 

eccentriche del Pontormo; gli affreschi della Certosa dt Val d’Ema. 

Il dipinto e dunque databile con grande verosimiglianza nel quinquennio 1520-1525. 
Mi creda.... 

Robert Longht 
Longhi’s judgment is so patently implausible that it must be one of those 
intentional extravagances which the great man occasionally allowed himself, 
and of which it is difficult to believe that he was not indulging in a leg-pull. 
8 See CARLO GAMBA: // Pontormo, Florence [1921], pp.13-14; PITTALUGA, of. cit., 
p.358. Gamba gives no date, but says that the picture ‘corresponds to the style 
of the maturity of Jacopo.’ 
9 VASARI-MILANESI, VI, pp.279-80: ‘Onde il Rossino muratore ... ebbe da lui, per 
pagamento d’avergli mattonato alcune stanze e fatto altri muramentt, un bellissimo quadro 
di Nostra Donna, il quale facendo Jacopo, tanto sollecitava e lavorava in esso, quanto il 
muratore faceva nel murare.’ Vasari goes on to relate that the picture was bought 
by Ottaviano de’ Medici. 
10 LONGHI, in Fontainebleau e la Maniera italiana, No.11. The ‘quotation’ from 

Vasari is actually Gamba’s description of the Madonna picture with which we 
are concerned (op. cit., pp.13-14). Longhi gives the date 1520-25 in the letter 
cited above in n.7. 
11 LUISA BECHERUCCI: Manieristi toscani, Bergamo [1944], p.20 (implied dating 
of this work in a ‘gusto michelangiolesco’); LUCIANO BERTI, in Mostra del Pontormo, 

No.67 and CARLO GAMBA: Contributo alla conoscenza del Pontormo, Florence [1956], 
p.13. 

12 Although Pontormo bought the lot for his house in via Laura in 1529 
(CLAPP, op. cit., App.II, Doc.20), he began to build only in 1534 (Doc.21, 
Cittadint a Parte, 1534). VASARI-MILANESI, VI, p.279, states that it was the 

money Pontormo received from the Venus and Cupid for Bettini and for the 
portrait of Alessandro de’ Medici (datable 1535) that he used for his house; the 
account of Rossino’s help and Pontormo’s gift to him of the Madonna painting 
follows. There is no indication in the documents of when the house was 
finished. A document of 1549 is cited by cLapp (Doc.23) as authority for the 
statement he makes (p.68) that the house ‘was built sometime before 1536’; 

implying completion, but this document gives no such indication. It contains 
only the description of the location of the property, repeated almost exactly 
from Doc.21 of 1534, to which it explicitly refers back. As Clapp transcribes 
Doc.23, the number 36 is mistakenly assigned to the Libro a parte of 1534; could 
this mistaken number in some way have generated Clapp’s confusion? Clapp 
refers to these documents (Nos.21 and 23) as ‘Catasto’, but they are not so 

labelled and at this date would be from the Decima. 
13 VASARI-MILANESI, VI, p.288: ‘Furono dopo la costui morte trovati in casa sua molti 
disegnt, cartont e modelli di terra bellissimi; ed un quadro di Nostra Donna stato da lui 
molto ben condotto, per quello si vide, e con bella maniera, molti anni innanzi; il quale fu 
venduto por dagli eredi suoi a Prero Salviati.’ 
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years before Pontormo’s death, to which he has just 
referred. It seems unlikely that he would have applied 
this phrase to a picture which so patently belongs, as our 
Madonna does, to Pontormo’s later years. 

A last possibility of identification that remains to be 
considered is a ‘guadro di Nostra Donna’ mentioned by 
Vasari after his notice of Pontormo’s participation in the 
Joseph tapestry project, and which he says Duke Cosimo 
gave to a Spanish nobleman, who took it then to Spain.14 
However, this picture, too, makes a less than ideal can- 

didate to which to relate our Madonna, since it would not 

have been available in Florence to serve as basis for the 
numerous copies. 1° 
We are left, then, with the Rossino gift, and the 

approximate dating that is reasonably derived from it, as 
the best identification for the Madonna we are here con- 
sidering; we must now confirm that the style of the pic- 
ture and this dating are compatible. Since the two surviv- 
ing portraits from the later years cannot afford useful 
comparisons of style, and the unhappy state of survival of 
Pontormo’s other late painted works creates a further 
limitation, the only comparison we can offer, which, 

though not a painting is at least on the scale of one, is in 
the Joseph tapestries of 1545-46, in the Lamentation of Jacob 
and even more precisely in the Benjamin at the court of 
Pharaoh (Fig.4). The monumental Madonna of our pic- 
ture, with her curving, puffy draperies and accentuated 
grazia, is a creation of the Florentine maniera that much 
resembles the court style that Pontormo, Bronzino, and 
Salviati developed in their designs for the Joseph tapes- 
tries. Moreover, the serpentine composition of the back- 
ground vignette (Fig.5, from the New York version) is 
analogous to the elongated, rising compositions of Pon- 
tormo’s tapestries. In particular, the Joseph in the back- 
ground of our picture suggests, in the quality of his 
movement and in his manner of connection with the 
young Christ below him, the garland-like arrangement of 
the figures in the Benjamin design. 
We must look to Pontormo’s drawings for further evi- 

dence, where a number of instances appear of figure style 
and manner of design like those in our painting. In addi- 
tion to these shared indices of late style, at least two 
conspicuous resemblances in type of countenance appear 
among the later drawings: one, a study for a head in the 
Benjamin tapestry (Fig.8); the other, about a decade earl- 
ier (c.1535-36), the head of the figure to the left from the 
great Three Graces of the Uffizi (Fig.7).1° Except for 
these two details the evidence for comparison with our 
picture is of generic style more than it is specific, but it is 
sufficient to confirm our presumption of a dating into 
Pontormo’s later career. However, it is quite impossible 

14 VASARI-MILANESI, VI, p.284: ‘Ma tornando a’ suoi soliti lavori [after the tapestry 

cartoons of c.1545-46], fece un quadro di Nostra Donna, che fu dal duca donato al 
signor don. . . [blank], che lo porto in Ispagna.’ Vasari then begins his discussion of 
the S. Lorenzo fresco cycle, begun in 1546. 
15 It is of course not impossible that Cosimo gave the Spaniard a copy, retain- 
ing the original in Florence. The question must remain moot for lack of evi- 
dence, but there were other instances when copies were sent to Spain by the 
Duke, such as the copy of a Leonardo Madonna by Bronzino given to the Duke 
of Altamira by Eleonora da Toledo. 
16 Uffizi, Gabinetto Disegni e Stampe 6593F recto and 6748F (cOx-REARICK, 
op. cit., cat.347 and 321. For general stylistic similarities, see also, among 
others, the Careggi studies, COX-REARICK, cat.314, 316; study for a Venus(?) 

figure, cat.327; and several of the studies for S. Lorenzo, cat.350ff. 



1. Head of the Madonna, here attributed to Jacopo Pontormo, 45 by 30 cm. (Collection Dr Alfred Bader, Milwaukee, Wisconsin). 
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Holy Family. Copy after Pontormo. 120 by 102 cm. (Alte Pinakothek, 3. Holy Family. Copy after Pontormo. 125.8 by 102.9 cm. 
Munich). Galleries, New York). ; 

Foun 

5. Detail of Fig. 3. 4. Benjamin at the court of Pharoah. After Pontormo. 
Tapestry, 552 by 259 cm. (Palazzo del 
Quirinale, Rome). 

(N.M. Acquavella 



i aphacea Be 

8. Detail from a study for the tapestry of Benjamin at the court of Pharaoh, 
7. Detail from Three graces, by Pontormo. Red chalk. (Gabinetto Disegni e Stampe, Uffizi, by Pontormo. Black chalk on pink prepared paper. (Gabinetto 

Florence). 4 . Disegni e Stampe, Uffizi, Florence). 
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A PONTORMO 

to fix precisely a moment in this later time from which 
the picture would have come. At best we can propose a 
scant decade’s span, from the decoration at Careggi 
(1535-36) to the early 1540s, but before the beginning of 
the work in S. Lorenzo (1546). Such a span increases the 
likelihood of the sole identification in Vasari’s account 
that we found plausible, the gift made by Pontormo to 
the mason Rossino after the completion of Pontormo’s 
house. There is no need to assume that the gift was 
promptly made: Pontormo’s customary work habits 
make that unlikely. Moreover, the painting was one of 
three that he gave to Rossino on this occasion.!7 We thus 
have licence to suppose an interval of some extent — 
perhaps a few years after the house was finished, perhaps 
longer. The fact that the design of the background 
episode in our picture tends, as we have pointed out, 
toward the mode of composition of the tapestries sug- 
gests that this work should not be too much separated in 
time from them. If we may in fact assume that our paint- 
ing is the Madonna for Rossino, an absolute terminus ante 
for it is defined by the death in May 1546 of Ottaviano 
de’ Medici, the purchaser from Rossino of this picture. 
Weighing our various evidence a date c.1540, more likely 
after than before, appears appropriate.1§ 

Little is known of the subsequent history of the 
Rossino-Ottaviano de’ Medici Madonna except for Vas- 
ari’s statement that when he wrote the Vite it was in the 
collection of Ottaviano’s son Alessandro.!? There is no 
further notice of the picture, which may have remained 
in Florence or, perhaps, have passed to Rome when Ales- 
sandro became Pope Leo XI in 1605. Nor is the history 
of any of the extant copies certain. A ‘quadro di Nostra 
Donna con ornamento dorato di mano del Pontolmo’ listed in the 
1553 inventory of Duke Cosimo’s pictures may or may 
not have been a version of our painting;?° however, in the 
seventeenth century a version was in the Medici collec- 
tions in Florence. A drawing in the Uffizi after this last 
picture (showing, like some of the painted copies, only 
the Madonna and Child) is inscribed on the verso: ‘Dz 
Jacopo da Pontormo il quadro @ in mano dell Ill"? Cardinale 

Carlo de’ Medici nel casino di San Marco’ .*} 
When our Head of the Madonna from this once so famous 

composition of Pontormo’s was shown publicly for the 
first time, in the exhibition Between Renaissance and Baroque 
at Manchester in 1965, it was stated in the catalogue, 
correctly: “The new fragment seems to be superior to the 
known copies and in view of its high quality it should be 
seriously considered whether it is not a part of the origi- 

17 VASARI-MILANESI, VI, p.280. The others were a copy of the Cardinal Giulio 
from Raphael’s Leo X and the Cardinals and a Crucifixion. 

18 Besides PITTALUGA (see n.8), others have advanced a date after 1540 for the 
work: see GOLDSCHMIDT, op. cil., p.47; CLAPP, op. cit., pp.217, 223 (1540-50); 
K, W. FORSTER: Pontormo, Munich [1966], cat.34 (1540-43); and, in a reversal of 
opinion, LUCIANO BERTI: Pontormo, Florence [1964], p.clxx (1543-45); and idem: 
L’Opera completa del Pontormo, Milan [1973], cat.129 (c.1545) suggesting that 
our Madonna should be identified with the ‘Salviati’ picture mentioned by 
Vasari (quoted n.13 above). 
19 VASARI-MILANESI, VI, p.280. 

20 See cosmo conti: La prima Reggia di Cosimo de’ Medic . . 
BOA: 
21 Uffizi, Gabinetto Disegni e Stampe 6629F; see COX-REARICK, of. cil., 
cat.107A. The picture referred to is listed in the inventory of the collection of 
Cardinal Carlo (1596-1666, son of Ferdinando I, grandson of Cosimo I): ASF, 
Guardaroba 758, £.27, No.463 (‘Uno quadro in asse alto bra 24 Largo bra 24 entrovi 
una Madonna con Giesu bambino et altre figure dicest mano o copra di Jacopo da Puntormo 

con adornamento di noce e¢ profilo d’oro’). 

., Florence [1893], 

(PARTLY) RECOVERED 

nal picture’.?? The fragment has since been cleaned, and 
that it is an autograph by Pontormo 1s now certain. This 
recognition carries an unhappy corollary: that we accept 
that the rest of Pontormo’s original picture from which 
the Madonna’s head has come must be considered lost. 
The surviving head has most obviously been sawn out of 
a larger panel. Unlike the normal case of a complete 
panel picture, where the sawed edges have been sanded 
smooth and the saw marks obliterated or barely visible, 

the marks here have been left rough and are at once 
discernible on most of the two long sides and on all the 
bottom edge; only on the top edge of the picture are no 
clear saw marks visible. The paint comes to the very 
edges of the panel, and there is no evidence of a beard. 
However, the upperedges of the panel on both long sides 
(for a length from the top of 14 cm) and also the outer 
edges of the top (for a distance inward of 10 cm) have 
been gessoed over. This is the consequence of an exag- 
gerated effort, possibly by the restorer who first vandal- 
ised the panel, to make the fragment seem an indepen- 
dent image. By cutting out a spandrel-shaped segment of 
the original paint together with its underlying gesso at 
both upper corners, and replacing these areas with a new 
material, simulating gold leaf,?> the restorer made the 
semblance of an arched background, niche-like, for the 
Madonna’s head.?4 

No reasonable speculation accounts quite satisfactor- 
ily for the removal from its context of the present frag- 
ment. The best assumption we could make is that some 
disastrous accident befell the picture. The least unlikely 
supposition is that of damage in a flood, since that could 
have destroyed the original panel’s lower part and left 
the uppermost area, with the Madonna’s head, virtually 
intact. The removal of the Madonna’s head from its 
background would in this case have been a salvage oper- 
ation, not (as might first appear) an act of vandalism, 
though the motives of the old restorer are called most 
strongly in question by his attempts, described above, to 
camouflage the fact that the image was a fragment. 

22 Between Renaissance and Baroque, European Art 1520-1600, No.187. 

23 But only inadequately; the material used appears to be an ochre paint. 
24 These gilded corners were at some later time found inappropriate, and were 
painted out in a dark colour matching the original background. The painting 
was in this state when it was exhibited at Manchester. The carpentry involved 
in the substitution of the original corners is elaborate, and includes what 
appears to be a curious piece of mortise-work, of which the diagonal cut is 
visible in both the simulated gold areas and on the rear of the panel behind 
them. It may be speculated that the reason for this complicated surgery was to 

eliminate, more than mere overpaint would have done, as much as possible of 
the trace that would have appeared (in the upper right of the sawed-out 
fragment) of the descending line of the wall behind the Madonna’s head. The 
effort to eradicate the tell-tale background architecture went even beyond this, 
however. The background area to our right of the Virgin’s head has been 
rubbed and unevenly reglazed, quite eliminating the former trace of the top 
line of the wall, and just above her head and inside the outline of her halo a 

similar elimination of the line of the wall (which is visible in this place in most 
of the copies) has been almost altogether successfully achieved. Here the 
original surface seems to have been taken down and then (with a rather 
smearing brushwork) spread over with another film, which approximates the 
new-made spandrels in its texture. Despite this manipulation, a faintest trace 
of the former line of the architecture may still be discerned within the halo. 
The cutting out of the fragment and the accompanying alterations could be, 
from visual inspection, of considerable age, probably of the seventeenth cen- 
tury. Since the reglazing to which we have just referred was done at this time, 
it has acquired a crackle pattern about uniform with that of the original paint; 
however, its different character of surface and handling is apparent. It would 

seem that the fragmentary panel may have been thinned down at the time of 
its extraction, very roughly (as if with an adze), to an average depth of 1.5 cm. 

525 



A PONTORMO (PARTLY) RECOVERED 

Whatever the nature of the hypothetical accident from 
which Pontormo’s picture suffered, and despite the con- 
sequences of the ancient efforts to disguise its nature as a 
fragment, the surviving piece is now in respectable, 
though somewhat uneven, condition. In best state are 
the lighted parts of the Virgin’s face and neck, where the 
paint is built on a stronger body of white lead: the nose 
and the proper right cheek and forehead; in addition, the 
ear and hair seem undisturbed. All the more shadowed 
areas have been rubbed, rather erratically; in particular 
the velature that defined the epidermis are now thinned, 
unevenly translucent to the shadowed modelling below. 
The lips seem somewhat paled, diminished by a slight 
abrasion. The colour of the Virgin’s dress, modulating 
through a cherry hue, unripe in the bright light at our 
left, rich and darkened in the shadow at our right, was 
thinly painted to begin with, and still is almost altogether 
sound; its colour echoes the dress the Virgin in Pon- 
tormo’s St Anne altar (Paris, Louvre) wears. The head- 
scarf, however, has suffered several losses, and the 
shadowed space it encloses to the proper right side of the 
Virgin’s neck especially is thinned to its dark under-tone. 
The colour of the scarf is a changeant blue-into-violet, 
which recalls, in a darker key, the headdress of the Vir- 
gin in the Annunciation of the Capponi chapel. 

Nothing in the present state of the fragment obscures 
its legibility or interferes with our perception of what the 
artist intended to describe. Wear and time have in fact 
combined to let underdrawing on the panel become more 
visible than it originally would have been: the draughts- 
man’s sign is explicit in the eyes, the nose, the parallel 
strokings that underline the modelling of the cheeks, and 
in the marking of the folds of drapery. This preparation 
in drawing, mostly not meant to be confessed, conveys in 
every part its speed, its deftness and its flexibility, indi- 
cating an image not laboriously transferred from another 
painting but one generated surely here. Then, using the 
infra-red devices that permit our searching out the 
further preparation, below what the naked eye can see, 

what is revealed is absolute in its evidence of originality 
and in its attestation of Pontormo’s hand (Fig.6). 
We have earlier indicated instances of convincingly 

comparable heads in drawing by Pontormo, but such 
resemblances are less important to our determination of 
Pontormo’s autograph than the revelation in this under- 
drawing of the unmistakable ductus of the artist, which in 
some passages works as bold, rounding and resilient (as 
in the drawing of the eyes), while elsewhere (as in the 
lips, the ear and the contour of the face) it proceeds as if 
with the finest, most complex, exasperated sensibility.75 
Where the painted velature have survived intact, or nearly 
so, the modelling of the form works with the same fusion 
between power and fineness that is in the drawing. The 
forehead and the lighted cheek are soft-shining bosses, 
making delicate equivocation between skin and sculp- 
ture; the modelling around the eyes is the reciprocal in its 
resilience of the drawing that defines them; on the nose 
the fall of light is described with exquisite transparency 
and fineness. 

5 It seems unnecessary to labour the further evidence of originality that is 
supplied by the fentiment: in the contours of the face and neck; they are not in 
any case major divergences from the final surface. 
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That the contemporaries of Pontormo’s later years as 
well as the succeeding generation found his original 
painting for Rossino of exceptional interest is attested by 
the unusual number of copies of it that survive to us from 
that time — the Boston version, for example, is dated 
1561. What that audience may have found so compelling 
in this image may have been a meaning in it that seemed 
in keeping with the temper of the Catholic Reform and 
the subsequent assertive Counter-Reformation. 

Pontormo’s Madonna combines in a highly original way 
a number of traditional motifs with other, more novel 

elements which anticipate a new taste in late cinquecento 
painting for the celebration of the domestic virtues of the 
Holy Family. The Madonna herself is a descendant of 
the by then old-fashioned Madonna of Humility, in 
which the Virgin, seated on the ground, typically holds 
the suckling child.2 In Pontormo’s work, not only has 
the intimacy of the older type been abandoned, but the 
motif has been subsumed into the larger theme of the 
contemplation of the Passion, a theme which is signalled 
by the Child’s agitated pose and ecstatic gaze out of the 
picture (recalling the Christ of Pontormo’s own earlier 
Visdomini altar), the meditative expression of the Vir- 
gin, her book (which in the original must have been open 
to an appropriate text),?” and her unusual pose — less 
that of a Madonna than of a sibyl or prophetess of 
Michelangelesque dimension. 
Juxtaposed with this heroic Madonna of Humility is 

the background vignette of Joseph as carpenter, who is 
assisted by the boy Christ and accompanied by a female 
figure (Anna?) who holds a book.?® Joseph’s saw, his 
footstool, and the beam placed on it have the symbolic 
function that his carpenter’s tools are given in analogous 
scenes in Flemish paintings;*?? however, in Pontormo’s 
scene of the carpenter’s shop it is the foreshadowing of 
the Passion that is signalled with particular poignancy as 
Joseph turns to take the nails carried to him by his young 
helper.?° It is not the mere presence of the scene with 

26 See MILLARD MEISS: “The Madonna of Humility’, Art Bulletin, Vol.L [1936], 
pp.435, 448, who points out that in late Madonnas of Humility the Child is rarely 
shown suckling and that the fact that the Madonna is seated on the ground no 

longer had the specific and special meaning that it had earlier. Pontormo’s 
Madonna is akin to two previous cinquecento Florentine Madonnas of this 

type, both part of Holy Family groups — Andrea del Sarto’s Borgherini Holy 
Family, a rare sixteenth-century example of the typical nursing motif, and 
Michelangelo’s Don: tondo, the relation to which of Pontormo’s work is made 

quite clear by the adaptation of the Doni Madonna’s arm as that of the Child 
in the later work. 

27 The book is blank in most of the copies; in the Munich version, one reads in 

the midst of indecipherable lines [ACOPO/DAPUN/NO; and, in the left 
margin, the capitals Q/N/O. 
?8 When this group has been mentioned the child has invariably been 
identified as the little St John the Baptist and (except by BERTI, of. cit., [1973], 
cat.129) the woman as St Elizabeth. 

29 The most notable example is the Mérode altar-piece. For the symbolism of 
Joseph’s tools in relation to the theme of Joseph’s role in the Incarnation by his 
deception of the devil, see MEYER SHAPIRO: ‘ “Muscipula Diaboli”, The Sym- 
bolism of the Mérode Altarpiece’, Art Bulletin, Vol.X XVII [1945], pp.182-87; 
and CHARLES I. MINOTT: “The Theme of the Mérode Altarpiece’, Art Bulletin, 
Vol.LI [1969], pp.267-71. 
3° The nails in the pail are clearly delineated in most copies of Pontormo’s 
work; however, in some of the versions they have been rendered as flowers, or, 

according to Shearman’s description of the Hampton Court version (see n.5), 
as grapes. In this connection it is of interest that St Joseph was occasionally 
paired with Joseph of Arimathea in the theme of the ‘Two Josephs’, as in Gian 
Francesco Maineri’s Madonna with Saints Joseph and Joseph of Arimathea (Cran- 
ford Manor), in which Joseph holds his carpenter’s square and Joseph of 
Arimathea the three nails of the Crucifixion. 



A PONTORMO (PARTLY) REGOVERED 

Joseph that is unusual in this picture, but the fact that he 
is portrayed as an athletic, youthful man, at work at his 
trade; traditionally in Italian Holy Families Joseph had 
played a passive role, as an old, inactive man. In the 
fifteenth century Joseph’s image had undergone some- 
thing of a rehabilitation in northern painting, in which, 
as a carpenter, he was presented as an exemplum of humil- 
ity and industry.3? However, in Italian art such ideas 
became influential only after the Council of Trent when, 
for example, the reformer Molanus recommended that 
Joseph no longer be represented as a weak and aged man 
but as a robust, youthful worker, and the Jesuits popular- 
ised ‘Jesus, Joseph, and Mary’ as the earthly counterpart 
of the heavenly Trinity.3? The prominence given to 
Joseph the carpenter in Pontormo’s work, then, emphas- 
ises its theme of humility: as the Virgin takes her lowly 
seat, so Joseph labours at his humble craft. 

Because Pontormo’s Madonna dates well before the 
codification and popularisation of such ‘Tridentine 
notions of Joseph’s role, we may be justified in asking if 
this uncommon theme in it was introduced in reference 
to the recipient of the painting — Rossino, the builder of 

31 See above, n.29. The most fervent advocate of a Joseph cult was Jean 
Gerson (1363-1429), chancellor of the University of Paris, who emphasised the 
moral, familial virtues of the saint, his humble trade, his role as the ‘guardian 

of the mystery of the incarnation’, and his youth (see SHAPIRO, of. cit., pp.184- 

85). For Joseph the carpenter as an exemplum of humility, see also the Medita- 
tions on the Life of Christ, ed. 1. RAGUSA and R. B, GREEN, Princeton [1961], pp.69, 

76. 
32 MoLanus: De picturis et imaginibus sacris, Louvain [1570], Ch.LXII. For 

Joseph’s glorification in the period of the Counter-Reformation, see L. REAU: 
Iconographie de l’Art Chrétien, Paris [1956], Vol.III, pp.754ff. 

BRONZINO’S PORTRAIT OF COSIMOI 

Pontormo’s house. While Rossino was not primarily a 
carpenter, the building trades were overlapping occupa- 
tions at the time, and in the very decade in which this 
Madonna was painted the five building guilds (including 
the Maestri di Pietra e Legname to which Rossino must 
have belonged) were consolidated in the Arte dei Fab- 
bricanti, the statutes of which were drawn up in 1542.39 

If the unusual subject of Joseph as carpenter in Pon- 
tormo’s Madonna indeed alluded to Rossino, then the 
unusual background of the painting may also relate to 
the circumstances of its creation. The Madonna is seated 
in front of a Florentine cityscape consisting of a jagged 
row of rooftops punctuated by three towers; to the right, 
the archway that frames the vignette of Joseph at work is 
evidently unfinished at its top — could it allude to the 
entrance of a house in course of building? 

Pontormo’s many copyists may thus have found more 
of interest in his Madonna than its — characteristically for 
the late Pontormo — singular and aberrant beauty. Its 
urban, manifestly Florentine setting, together with the 
vernacular piety of its domestic Trinity could well 
explain the appeal of the picture to the younger painters 
who so frequently copied it during the Counter- 
Reformation years. 

33 See RICHARD A. GOLDTHWAITE: The Building of Renaissance Florence, Baltimore 
and London [1980], pp.249-72. The patron saints of the Maestri di Pietra e di 
Legname were, of course, the Quattro Coronati, but the carpenters’ guild 
founded a Compagnia di San Giuseppe. 
34 Caroline Elam has made the interesting suggestion that the church spire to 
the far left may be the destroyed spire of S. Piero Maggiore, Pontormo’s parish 
church, and that the other buildings behind the Virgin may also be topo- 
graphical of his neighbourhood. 

ROBERT B. SIMON 

Bronzino’s portrait of Cosimo I in armour* 

THE commission for Bronzino’s portrait of Cosemo I in 
armour is mentioned by Vasari immediately following his 
description of the frescoes in the Chapel of Eleonora di 
Toledo in the Palazzo Vecchio, works datable to 1540- 

nee 
Il signor duca, veduta in queste ed altre opere Veccellenza dt 
questo pittore, e particolarmente che era suo proprio ritrarre dal 
naturale quanto con piu diligenzia si pud imaginare, fece rit- 
rarre se, che allora era giovane, armato tutto d’arme bianche e 

con una mano sopra lelmo.4 
There has been considerable confusion (and little con- 
sensus) among critics and historians concerning the 
identity of the picture referred to, its size, the number of 
replicas made of it, and the authorship of those paint- 

*This article is in part derived from my doctoral thesis, “Bronzino’s Portraits 
of Cosimo I de’ Medici’ (Columbia University, 1982). Space does not permit 
my thanking the many people who kindly assisted me in the course of my 
research, but I would here like to acknowledge the many helpful suggestions of 
R. J. Berman, David Rosand, and Gustav Jospé. 
1 VASARI-MILANESI, Vol. VII, pp.597-98. For the dating of the Chapel of 
Eleonora, see J. COX REARICK: ‘Les dessins de Bronzino pour la Chapelle 
d’Eleonora au Palazzo Vecchio’, Revue de l’Art, 14 [1971], p.11. 

ings. Over twenty-five versions, differing only slightly in 
composition, are known of the portrait; nearly all of these 
have been considered, at one time or another, to be from 
the hand of Bronzino, and many have been specifically 
identified as the primary work cited by Vasari.? The 

2 Appendix II contains a check list giving basic information, provenance, and 
references for each version; individual pictures are noted in the text by their 
check list number in parentheses. With the exception of the coolly erotic (if 
slightly preposterous) Cosimo I as Orpheus now in Philadelphia, Bronzino’s 

portraits of the Duke (and their copies) are of three basic types. The first of 
these is the subject of the present article and shows the young Duke in armour. 
A second type, portraying the Duke wearing a doublet, replaced the Cosimo in 
armour as the approved image around 1560. Nearly forty versions of this por- 
trait, which may be called Cosimo at the age of forty are known — the most 
frequently cited being the fine (but not autograph) portraits in the Galleria 
Borghese in Rome (Inv. 94) and the Galleria Sabauda in Turin (No.123); cf. 
K, LANGEDIJK: The Portraits of the Medici, 1, Florence [1981], Nos 27-36. The last 

portrait, which in turn became the preferred representation, presents Cosimo 
in final years, seen frontally and often wearing the regalia of his 1569 title of 
Grand Duke; cf. LANGEDIJK, op. cit., Nos 27-33. On Cosimo’s iconography see, 
above all, LANGEDIJK of. czt., pp.79-120, 407-530; K. FORSTER: ‘Metaphors of 
Rule; Political Ideology and History in the Portraits of Cosimo I de’ Medici’, 
Mitteilungen des Kunsthistorischen Institutes in Florenz, XV, \ [1971], pp.65-104; 
and P. RICHELSON: ‘Studies in the Personal Imagery of Cosimo I de’ Medici’, 
unpub. Ph.D. diss., Princeton University, 1973. 
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BRONZINO’S PORTRAIT OF COSIMO I 

recent recovery of another Cosimo I in armour (Fig.9; 
Appendix II, No.19) — this the only autograph full-sized 

(three-quarter length) version known — has, however, not 
only brought to light a lost masterpiece, but has led to 
the resolution of several of the problems associated with 
the entire group of images. 

The ‘new’ portrait appeared at auction in 1971 as a 
copy after Bronzino; subsequent cleaning has revealed 
not only that the picture is in extremely fine condition 
but that it is unquestionably a work by Bronzino him- 
self. The Duke stands in a shallow space before a cur- 
tain backdrop of intense ultramarine. His steel-grey suit 
of parade armour is embellished and articulated by 
etched surface decorations, golden rivets and hinges, 
brilliant crimson linings and trimmings, and gleaming 
reflections of cool, white light. He holds his helmet 
beneath his right hand, atop a severed tree-trunk that 
bears the inscription COSMVS MEDICES - DVX FLOR. 
As in all versions of the portrait Cosimo is turned three- 
quarters to the right as he gazes intently to the left. But 
unlike most of the other portraits, especially the other 
three-quarter length versions, this picture is painted with 
a virtuosity that makes the subtler details of the armour 
and its reflections wholly convincing; the figure of the 
Duke — rendered with manifest suavity, clarity, and 
intensity — creates a vibrant and unforgettable presence. 

Although unknown to modern scholars, this is not, in a 

literal sense, an unpublished work; it has claims in fact to 
being the first published version of the portrait, having 
appeared in engraved form in the 1575 illustrated edition 
of Paolo Giovio’s Elogia virorum bellica virtute wlustrium 
(Fig.11).4 The presence of the portrait in Giovio’s book, 
which functioned in part as a catalogue of the author’s 
renowned collection, points to the unusual circumstance 
of the picture’s provenance being traceable without 
break from the time of Giovio, who died in 1552, to the 
present.> The panel remained with Giovio’s family until 
1860, when a descendant sold it to Prince Napoleon; at 

his sale at Christie’s in 1872 the picture was acquired for 
Alfred Morrison, whose grandson, Lord Margadale, 

sold the portrait through the same house in 1971.° 

3 I am grateful to the owner for permission to study and publish this work. 
The picture was cleaned by Herbert Lank. The poplar panel has been neither 
thinned nor cradled; two transverse battens are present. There are no obvious 

indications of sawing on the edges, although the panel may have been reduced 
slightly over the years. 
4 PAOLO Giovio: Elogia virorum bellica virtute illustrium..., Basel [1575], 

pp-390-91; see note 28 below. A bust-length derivation appears as an illustra- 
tion to SAMUEL FUCHS: Metaposcopia & Opthalmoscopia, Strassburg [1615], p.78. 
See as well K. LANGEDIJK, of. cil., No.27-19a. 
5 The picture is first referred to in the unillustrated first edition of G1ovI0’s 
Elogia, Florence [1551], pp.338-39. 
© See the check list for the provenance. The sale of the picture by Giorgio 
Raimondi Orchi to Prince Napoleon is recorded in G. Gtovio: Lari artistict; 
colleziont, Como [1881], p.81. (Stefano Della Torre kindly brought this refer- 
ence to my attention.) The same information is given in the studies on Giovio’s 
collection by N. PONCE DE LEON: The Columbus Gallery, New York [1893], p.15; £. 
MUNTZ: ‘Le Musée de Portraits de Paul Jove’, Mémozres de l’Académie des Inscrip- 
tions et Belles-Lettres, XXXVI, 2 [1900-01], pp.273, 331; and L. ROVELLI: L’opera 
storica di Paolo Giovio . . ., Como [1928], p.143, No.143. What is in all likelihood 
the Bronzino portrait, described as ‘un Cosimo de’ Medici d’eccellente pennello’, is 
recorded in the collection of Count Paolo Giovio in 1795 (G. B. GIov10: Como e il 

Lario; commentario, Como [1795], p.33; Linda Klinger, whose forthcoming dis- 
sertation at Princeton University treats Giovio’s portrait collection, kindly 
passed this reference on to me). At the Christie’s sale of 1872 the picture was 
purchased by a certain Holloway, probably not the collector Thomas Hollo- 
way, but the firm Holloway & Sons which, at least from 1864 to 1870, oper- 
ated at Bedford Street, Covent Garden (I am grateful to Jeannie Chapel for 
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Vasari’s mention gives no indication that the portrait 
was intended as an official representation of the Duke or 
that more than one version of it had been painted. Yet 
the number of extant replicas attest both to the work’s de 
facto official status and to its currency over a period of 
several years. Among modern critics the quest for a 
single ‘original’, sometimes to the exclusion of the possi- 
bility of autograph replicas, seems to have begun with 
Milanesi; he identified as such the three-quarter length 
portrait rediscovered in the Florentine Guardaroba in 
the nineteenth century and now in the Pinacoteca 
Nazionale in Lucca (No.26).7 Other critics cited the 
half-length example in the Pitti (No.16) as autograph, 
while in their respective monographs on Bronzino 
Schulze considered the version at Kassel (Fig.12; No.20) 

primary and McComb held the variant in the Metropoli- 
tan Museum in New York (Fig.10; No.21) to be the most 
likely archetype. Gamba, in 1925, had meanwhile 
introduced as ‘prototipo originale’ the half-length version 
now exhibited in the Tribuna of the Uffizi (Fig.13; No.8), 

that had recently been recovered from the Medici villa at 
Castello.? 

The list of candidates has since grown with the recog- 
nition of other versions, as well as through confusion 
caused by the similarity in appearance of many of these 
pictures.1° In the broadest survey so far, Karla 
Langedijk’s The Portraits of the Medici, thirteen versions of 
the portrait are listed, of which three (Nos. 12, 16, and 
20) are considered autograph; surprisingly, the Tribuna 
portrait (No.8), which had become the only version gen- 
erally attributed to Bronzino himself, is there given to the 
court copyist Luigi Fiammingo.!! 

Part of the difficulty in understanding the problem of 
the portrait has to do with the varied sizes and formats of 
the known versions. The smallest seven, beginning with 
the tin miniature in the Uffizi (No.1; 15.8 by 12.2 cm), 
are head-and-shoulders portraits; nine are half-length 
(Nos. 8-16); and the rest, extending to the larger-than-life 
panel at Lucca (No.26; 181 by 103 cm), are three-quarter 
length in format. In considering which of these formats 
was primary, logic might suggest that the largest was 
created first, the half-length and bust compositions being 
subsequent excerpted derivations. The three-quarter 

this suggestion). Holloway appears to have been acting as agent for Alfred 
Morrison; other pictures purchased by Holloway later appeared in the Morri- 
son collection. A label on the back of the panel records the ‘Portrait of Cosmo 
di Medici by Bronzino’ being on the ‘No.1 Drawing Room Landing’ at Font- 
hill House on 28th December, 1887. Lord Margadale has kindly confirmed the 

provenance, noting that the picture appeared in the house inventory as fol- 
lows: ‘Portrait of Giovanni della Bande Neri [sic] father of Cosimo de’ Medici, 
First Grand Duke of Tuscany. Three-quarter length, facing the spectator, in 
damascened armour, holding his helmet. On Panel. From the collection of 
Prince Napoleon, 1872. 33" X 25". 
7 MILANESI, in VASARI, of. cit., Vol. VII, p-598, n.1. 

8 H. SCHULZE: Die Werke Angelo Bronzinos, Strassburg [1911], p.vi. A. MCCOMB: 
Agnolo Bronzino; His Life and Works, Cambridge, Mass. [1928], pp.13, 72-73. 
For those favouring the version in the Pitti see check list No.16. 
9 c. GAMBA: ‘I] ritratto di Cosimo I del Bronzino’, Bollettino d’arte, V, 1 [1925], 
pp. 145-47. 

10 For example, the same picture (our No.24) is listed twice (and with slightly 
differing descriptions) in B. BERENSON: /talian Pictures of the Renaissance; Floren- 
tine Schools, London [1963], I, p.41, as No.1613 (the old exhibition number) 
and No.8739 (of the 1890 inventory). A. EMILIANI: // Bronzino, Busto Arsizio 

[1960], pl.90, mistakenly illustrated his claim for the priority of the Uffizi 
portrait (No.8) with a colour plate of the version in the Pitti (No.16). 
11 LANGEDIJK, op. cit., Nos 27-19, 27-19f, 27-19}, 27-19k, 27-21, 27-22, 27-22a, 
27-25, 27-27, 27-29, 27-31. 27-35, 27-44. 
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September 15, 1988 

Dr. Alfred Bader 

Alfred Bader Corporation 

2961 North Shepard Avenue 

Milwaukee, Wisconsin 53211 

Dear Alfred: 

With reference to your letter of August 11, 1988, I agree with all the 

terms specified therein. 

I look forward to receiving the painting during the week of October 

Sheva. 

Yours sincerely, 

Ian Kennedy 

Senior Vice President 

Old Master Paintings 

IK/as 

502 PARK AVENUE NEW YORK, N.Y. 10022 
Tel: (212) 546 -1000 Telex: 620721 Telefax: (212) 980-8163 
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ALFRED BADER CORPORATION 
F I N Ee rN R T Ss 

2961 NORTH SHEPARD AVENUE MILWAUKEE, WISCONSIN 53211 

September 23, 1988 

Mr. Ian Kennedy 
Senior Vice President 

Old Master Paintings 
Christie's 
502 Park Avenue 
New York, New York 10022-1199 

Dear Ian: 

Isabel and I look forward to being with you on Monday, October 3rd, to 
deliver the Pontormo by hand. 

When I was in New York in January, I left an American drawing, done by 

Peter Balling, in the office of Abraham Lincoln, with your American 
Department, Miss Helen Papoulias. Receipt is enclosed. 

However, Jay Cantor decided that this was not really suitable for sale 
by auction, and I would like to pick up the drawing when I visit you on 
October 3rd. 

At that time, could you please also show me whatever Rembrandt school 

paintings you may have coming up in your next auction. As you know, I 
prefer buying to selling. 

Best regards. 

Sincerely, 

Alfred Bader 
AB :mmh 
cc: Miss Helen Papoulias 
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FOGG 
ART MUSEUM HARVARD UNIVERSITY CAMBRIDGE, MASSACHUSETTS 02138 

July 28, 1982 

Dr. Alfred Bader 

Aldrich Chemicals Co. .ne. 
PRO ree Osa 51D 

Milwaukee, Wisconsin 53201 

Dear Dr. Bader, 

I am very disappointed that we were unable to trace the 
Pontormo fragment before 1942. Imagine buyfng the picture 
for 16 guineas! It leaves me numb and violently envious. 

I indeed intend to publish the painting, in collaboration 
with Janet Cox-Rearick. I have already finished my part of 
the article, and she has promised to get to hers in the 
early autumn at the latest, as soon as she has finished 
the preparation of a major book that is going to Princeton 
University Press. 

My very best regards. 

Sincerely, 

Sydney Jd. Freedbérg 
Professor of Fi PN ES 

SJF/gr 

AUG G2 1982 





Chemists Helping Chemists in Research and Industry 

aldrich chemical company, inc_ 
Dr. Alfred Bader 
Chairman and 

Chief Executive Officer Nopentil 725 AUe}ey2 

Mr. David Reid 

Christie's 

South Kensington Ltd. 

85 Old Brompton Road 

London SW/7 3JS 

England 

Dear David: 

May I again ask you for a favor about the provenance of a painting. 

You will recall that in the summer of 1979 you showed me many of the 

paintings owned by the estate of Dr. Schapiro which were then on the 

top floor of your warehouse near Victoria, and I bought four of the 

paintings which you showed me. 

One of these was a head of the Madonna which we both liked so very much 

and which was exhibited in the great Manchester exhibition in 1965 as 

No. 187. In that catalog it is described as having been sold at 

Christie's on October 30, 1942, and this is confirmed by the usual 

chalk writing on the back of the panel, "Oct. 30-42". It also bears 

the Christie's number 832HC and in chalk the number 576. Thus I 
wonder whether it might have been No. 5/76 in a very large miscellaneous 

sale at Christie's on October 30, 1942. 

I would very much like to trace the provenance of the painting and 

would very much appreciate whatever help you can give me. I realize 

that 40 years have passed, but miracles still happen, and the seller 

might still be alive. 

Many thanks for all your help, and best personal regards. 

(Ai
k. 

Alfred Bader 

AB:mmh ~ 

PO. Box 355, Milwaukee, Wisconsin 53201 USA. Telephone (414) 273-3850. Cable Aldrichem TWX 910-262-3052 Telex 26-843 
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ART MUSEUM HARVARD UNIVERSITY CAMBRIDGE, MASSACHUSETTS 02138 

OG EOD ley me Cioe 

Alfred Bader 
Aldrich Chemical Company, Inc. 
Pe Gin DOxEIG.oO 

Milwaukee, WI 53201 

Dear Dr. Bader, 

Thank you so much for your very considerate letter of October 5th. 
I do understand your problem about the quality of color reproductions 

in the Burlington; I, too, am not altogether happy with it but remain 
convinced that a color reproduction, even of less than impeccable 
quality is better by far than none at all. I do think we should go 
ahead with a color plate, and I shall exercise all possible pressure 
on the Burlington to assure its quality. 

There is no need at all for taking the picture to England. This will 
not help the accuracy of the reproduction. The transparency can be 
made here in the Fogg, with the picture right at hand to check its 
accuracy. If the transparency is checked precisely against the 
Original, the rest is up to the techniques of the printer; he need 
only match what the transparency tells him is the case. 

I am of course aware, as is Professor Cox-Rearick, that the Spanish 

Art Gallery was Tomas Harris', and this information has also been 
included in our article. I had thought, however, that Enriqueta 
Harris was deceased. I am happy that this does not seem to be the 
case. I hope she can supply us with some additional information, 
but we can only include it in the article providing that we receive 
it quite soon; Professor Cox-Rearick is returning from Italy this 
week and will bring with her the final paragraphs, written during 
her sojourn in Florence, which concern iconography. in which she 
specializes more than I. She has found out very interesting things. 
The manuscript should be in London before the end of this month, but 
when the editors of the Burlington have scheduled its printing is 
another matter about which at this moment I have no information. 

I acutely sympathize with your alarm at the inflated preparation 
costs of the color plate, but this assaboutwthe rate of inflation 
Often LIECOStS=ofe printing. 

My very best regards. 

Sincerely yours, 

(ie ae 
AY ge 

Sydney J. Freedberg 

Professor of Fine Arts 

SJF/gr 
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ART MUSEUM HARVARD UNIVERSITY CAMBRIDGE, MASSACHUSETTS 02138 

December 6, 1979 

Dr. Alfred R. Bader 

2961 North Shepard Avenue 

Milwaukee, Wisconsin Sy Svea IL 

Dear Alfred, 

I hope you have meanwhile received my other letter. In Dutch matters I have 

to consult with collegues and therefore it always takes a little while. 

I am presently off to Japan (this Sunday) and can therefore not study the 

new works immediately. I am impressed by the Pontormo and I will show the 

photograph to Professor Freedberg for his opinion. I am sure that the 

Massacre of the Innocents is a Northern work, probably Dutch, in spite of 

its Italianate qualities. I will send the photograph to Bill Robinson. 

The head of an apostle is in some ways inspired by Parmigianino but surely 

later, but just how late is hard for me to judge, and I will also consult 

with Professor Freedberg, the Parmigianino expert, about it. 

I will be in touch after Christmas when I am back from Japan. 

All my best, 

Sincerely, 

{ 

Konrad Oberhuber 

KO/nv 
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ART MUSEUM HARVARD UNIVERSITY CAMBRIDGE, MASSACHUSETTS 02138 

November 23, 1982 

Dr. Alfred Bader 

Aldrich Chemical Company, Inc. 
PSO .e bOxes 5 
Milwaukee, WI 53201 

Dear Dr. Bader, 

Many thanks for your kind words about the Pontormo article, 
for which my collaborator Janet Cox-Rearick should receive 
at least an equal part of the credit. I am taking the 
liberty of telling her how pleased you are. 

L¥am sorry that there is no. possibility of further infor- 
-.mation on the provenance of the painting. However, I was 

not optimistic on this score, in any case. 

Your "few nit-picking comments", which are extremely 
welcome, will be forwarded to Neil MacGregor at the 

Burlington. 

I am afraid that there is no way in which we can footnote 
the authors of the restoration. Such a mention would be 
appropriate only if there were exceptional technical 
problems involved, which was not the case here. 

I am still waiting to hear from MacGregor about his plans 
For publication. 

My very best wishes, 

Sincerely, y 

= ee 

Soy 
Sydnev J. Freedberg tet 

Protessor o£ Fine Arts _p grey - Re ie : 

SJF/gr 293 
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ao) GG 
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January 14, 1983 

Dr. Alfred Bader 

Aldrich Chemical Company, Inc. 
EO. vslepe Chote) 
Milwaukee, WI 53201 

Dear Dr. Bader: 

I note with regret that you would like to take your Pontormo 
back from the Fogg. I certainly understand that you would 
want to have it once again in your possession -- it is a 
marvelous and satisfying picture. 

Bill -Rebinsonsis unhappily out sick and mayestill berso 
when you come by on January 21, but I shall see that the 
picture is made ready for you and available in the Registrar's 
Office in the museum. 

If you have a moment and I am in the museum on that day, 

please let us try to say hello to each other. 

My very best wishes for the New Year. 

Sincerely, 

vip ye ere 

Tigo 

ede Freedber 

Professor of Fine/Arts 

SJF/gr 4 
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INDIANA UNIVERSITY SCHOOL OF FINE ARTS 
Fine Arts Building 
Bloomington, Indiana 47405 

Qe Alfred Bader 

Aldrich Chemical Co., Inc. 
P.O. Box 355 

Milwaukee, Wisconsin 53201 

th 
Dear Mf. Bader, 

Enclosed are: 1) contact sheets recording the infrared 
reflectography documentation (termed reflectograms) of paintings 
in your collection, and 2) copies of our examination notes, 
which should be regarded as provisional, that is, assumptions 

based on the first scannings of the paintings. The contact 
sheets are numbered on the back, referring to my film numbers. 
The camera used to take the reflectograms was a Canon A-1 with 
Kodak Plus X black and white film, and the specifications of the 
infrared reflectography equipment are given on the report form. 

As I believe I mentioned, I would like to exchange the contacts 

for several black and white photographs of your paintings. 
These will help me a great deal as I continue to assemble the 
material. I would therefore be most grateful if you could send 
me black and white photos of: 

No requests. 

The National Endownment for the Humanities Basic Research Grant 
which is supporting this research pays for this first developing 
and printing of the contact sheets. Any further printing must 
be arranged with my photographic assistant. The cost of 
printing the reflectograms is $1.25 per negative; the time 
involved in the assembly will run from $10.00 to $20.00, and the 
photograph of the completed reflectogram mosaic will be from 
$2.50 to $5.00 (this step will be done by I.U.'s Audio Visual 
Department). You can estimate the entire cost by counting the 
negatives and adding --at the most-- $25.00. Please let me know 
as soon as possible if you want this additional photographic 
work for any of your paintings; my assistant will be leaving at 
the end of this semester. 

I would like to thank you again for your interest in this 
project and for your kind assistance. With your help and that 
of other museums, I have been able to examine more than 250 
paintings with infrared reflectography during the autumn of 
1984, 

tt oe) ee (12k. > ee ad 
a 

Sincerely yours, VY nsdn tS aes TT ee 
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Pontormo Page 2 

the paint nor the gesso drip or sag oif the front plane onto the 
sides except at the upper lett and rignt wnere there are recent 
additions. 

The paint surface is generally in good condition. Best preserved 
are the halo, hair, ear, and the light sides of the Virgin's Trace 
and neck where there are only a rew tiny, discrete losses. The 
Shaded side of her face, originally painted very tninly, nas been 
rubbed even thinner, leaving the uppermost glazes somewhat spotty 
and uneven. The red robe and greenisn background eacn have numer- 
ous, fairly discrete losses. The changeant blue-purple mantle is 
in worst condition with numerous losses plus large areas (dark 
areas, like lett of Virgin's neck) wnere a cooler layer of color 
is almost entirely gone, leaving brown underpaint exposed. 

The cleaned painting was varnished with Talens Kembrandt Retouching 
Varnish. A few smali losses or indentations were filled with bees- 
wax. Inpainting was executed with dry pigments in a polyvinyl ace- 
tate medium and fixed with polyvinyl acetate spray varnish. ‘alens 
Rembrandt Picture Varnish was brushed on as the rinal coating. 

f 
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CHARLES MUNCEi Jacopo Pontormo (7) 
8& IANE FURCHGOTT Head & Shoulders of the Virgin 
ART RESTORERS OCiiwon) Woodwel eee" 
RT. 5, STURGEON BAW Dr. Altred Bader 
WISCONSIN 54235 November 24, 1979 
TEL. 414 - 743 9679 

Condition when Received: The panel varies trom $" to 5/8" in 
thickness. It is slightly convex from side to side (viewed from 
the front). The wood is very rough on the back, with several 
gouges and wormholes. ‘I'ne panel has no bevel. There are various 
papers and markings on the back of the panel: brown paper glued 
along margins; label "Manchester City Art Gallery, Ex. of Eur. 
Arta(1520-1000)> 9th Mar, to Oth Aprias905; Cat. 167; Pontormo, 
HeadeotwVargin, Or. sa mocap orm uLnveaGicker ate toner. t—/Uejs" 
stencillediletters=inavisck paints -ojce Cees in chalk et. top" 576.7 
and in chalk, lower "Oct 30-42(7)." 

The paint surface was covered with dirty varnish, very matte and 
dried in. There was some blistering and cleavage of paint from 
ground, especially in the lower right, where it looked as if it 
might nave been caused by heat damage. There were also some very 
small areas of blistering in the lower left, on the right side of 
the hair; and in the dark biue on the right;side of the Virgin's 
mantle. Blistering had caused a few paint losses at the bottom of 
the picture. Some retouching was- evident, particularly in the two 
upper corners which seemed to be all newer paint. The penstrokes 
ot the underdrawing were visiole through the paint, especially in 
the face. 

Treatment: The blistering paint was reattached with glue size. 

The painting was cleaned with an ethanol « toluene mixture, and 
with acetone. Dirty yellow varnisn and old retouching were re- 
moved. Some small amounts of old retoucning were left intact, es- 
pecially in the red garment, wnere the original paint was more 
sensitive to the solvents. 

Cleaning the upper corners of the picture, which had been over- 
painted, revealed that the original paint ended in an arcned snape 
at the top of the picture. Tne spandrels left at the sides of the 
arch were found to be tilled with new gesso and new (ochre) paint. 

Because the gesso itselt had been replaced, it was difficult to 
say whether the painting was originally arched at the top or not. 
A long narrow excavation througn the new gesso on the right re- 
vealed nothing but gesso and wood panel. ‘the diagonal brushstrokes 
(upper right to lower left) in the right background near the arch 
suggest the area may haveonce been larger. However there is no 

trace in this area of the architectural elements shown in full 

copies of Pontormo's Madonna & Child. There is no evidence to show 

that this was necessarily the original size ot the panel. Neither 





’ Professor Ludovico Borgo 

Department of Fine Arts 

Brandeis University 

Waltham, Massachusetts 02154 

Dear Professor Borgo: 

Your kind letter of May 6 reminded me of the delightful hours which I spent with 

you at Brandeis. 

My painting was exhibited some years ago at an exhibition of Mannerist paintings 

at Manchester, and I enclose a copy of the entry. 

Apriori, there are three possibilities: (a) the painting is a study for the 

original, (b) the painting is a fragment of the original, or (c) it is a period copy. 

Your question about the presence of architecture behind the Madonna's head is a 

very important one and I have had my restorer who cleaned the painting recently 

look at that question very carefully, and I enclose his report. You will note that 

there is no such architecture behind the head. On the other hand, there is very 

delicate and clearly visible underpainting. The underpainting speaks against: 

its being a copy; the lack of architecture against its being a fragment of an 

original which contained the architecture, 

The painting is now with a good friend of mine, Mr. Christophe Janet at 37 East 

64th Street, New York, telephone 212-734-0734, and Christophe plans to show the 

painting to Sir John Pope Hennesy at the Metropolitan for his opnion. If you are 

in New York in the near future, Iam sure that Christophe would be happy to show 

_ you the original. 



Professor Ludovico Borgo 

May 13, 1980 

Page Two 

My main collection contains very few Italian but a good many Dutch 17th century 

works, particularly of Biblical subjects, and it would be a great pleasure if lI 

could show you them at your convenience. 

Best personal regards, 

Alfred Bader ’ Ae 

AB:mmh 

Enclosures 

cc: Mr. Christophe Janet. 



BRANDE!IS UNIVERSITY 

WALTHAM, MASSACHUSETTS 02154 

DEPARTMENT OF FINE ARTS 

Dr. Alfred Bader, President 

Aldrich Chemical Company, Inc. 

Pee box 5S 

Milwaukee, Wisconsin 53201 

Dear Dr. Bader, 

Thank you for your letter and the snapshot of the painting which is most interesting. 

You may already Know this but in case you don't, here is the story. There are eleven 

Holy Families in museums around the world all known to be replicas of a famous original 

by Pontormo which is lost. Your Madonna fits with this group. As far as we know, it 

may be a fragment of the original version or another derivation from it. The first thing 

to do in order to find out something about this is to make some tests around the 

Madonna's head. Behind it there should be architecture or, more precisely roofs or 

gables. I do not have with me a complete list of all the replicas but I can remember 

that one is in Munich at the Alte Pinakothek and another right here in Boston 

attributed to Naldini. Should you want a photo of the latter, please, let me know 

and I will be glad to order it for you. Keep in mind, however, that I leave for 

Italy on hay 27th and come back at the end of June. Your piece definetely needs accurate 

study. Once more, my congratulations! 

It was really a delight meeting you and having the opportunity to listen to 

your discussion of your paintings. As I told you before, please, remember that 

the art historians at Brandeis are serious scholars and that what goes on at the 

museum here cannot be blamed on us. 

Sincerely, 

Glace 
Ludovico Borgo 
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Condition when Received: The panel varies trom $" to 5/8" in 
tnickness. It is slightly convex from side to side (viewed from 
the front). The wood is very rough on the back, with several 
gouges and wormholes. ‘The panel has no bevel. There are various 
Papers and markings on the back of the panel: brown paper glued 
along margins; label "Manchester City Art Gallery, &x. of bur. 
Art (1520-1000), 9th Mar. to Oth Apr. 1905, Cat. 187, Pontormo, 
neaGrorVvargi in, Or. see ochepico; tiny sticker at top “I°1-7(?);" 
stencilled letters in black paint "832'HCG;" in chalk at top "576;" 
and in chalk, lower "Oct 3U0-42(7)." 

The paint surface was covered with dirty varnish, very matte and 
dried in. There was some blistering and cleavage of paint from 
ground, especially in the lower right, where it looked as if it 
might have been caused by heat damage. There were also some very 
small areas of blistering in the lower left, on the right side of 
the hair, and in the dark blue on the right side of the Virgin's 
mantle. Blistering had caused a few paint losses at the bottom of 
the picture. Some retouching was evident, particularly in the two 
upper corners which seemed to be all newer paint. ‘lhe penstrokes 
of the underdrawing were visible through the paint, especially in 
the face. 

Treatment; The blistering paint was reattached with glue size. 

The painting was cleaned with an ethanol & toluene mixture, and 
with acetone. Dirty yellow varnish and old retouching were re- 
moved. Some small amounts of old retoucning were left intact, es- 
pecially in the red garment, where the original paint was more 
sensitive to the solvents. 

Cleaning the upper corners of the picture, which had been over- 
painted, revealed that the original paint ended in an arched shape 
at the top of the picture. fhe spandrels left at the sides of the 
arch were found to be tilled with new gesso and new (ochre) paint. 
Because the gesso itself had been replaced, it was difficult to 
say whether the painting was originally arched at the top or not. 
A long narrow excavation througn the new gesso on the right re- 
vealed nothing but gesso and wood panel. ‘the diagonal brushstrokes 
(upper right to lower left) in the right background near the arch 
suggest the area may haveonce been larger. However there is no 

trace in this area of the architectural elements shown in full 

copies of Pontormo's Madonna & Child. There is no evidence to show 

that this was necessarily the original size of the panel. Neither 
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