
The Golden Age of Italian Maiolica-Painting

Summary catalogue entries for additions to the collections after 2018 are provided at the end of the present document

Corrigenda and addenda

113 items from this catalogue were exhibited at Palazzo Madama, Turin, in 2019 and described, in entries based on the present catalogue, in the exhibition catalogue, L’Italia del Rinascimento. Lo splendore della maiolica, by T. Wilson and C. Maritano.
157 items from the collection were exhibited in the exhibition, Raphael Ware: I colori del Rinascimento, at the Palazzo Ducale, Urbino, 2019-20 and are redescribed in the catalogue.

14 items are illustrated again in C. Paolinelli and T. Wilson, Maioliche roveresche. Ceramiche del Ducato di Urbino nell’epoca dei Della Rovere, Galleria Nazionale delle Marche/Genoa, 2024.

No. 4: See now M. Marini, “Un prezioso vaso ispano-moresco del Quattrocento: diffusione e fortuna iconografica”, in L. Pesante and A. Satolli (eds), La maiolica e le altre arti (2019), p. 43.

No. 13: The attribution to Naples is re-stated by G. Donatone , I vasi di farmacia delle antiche spezierie napoletane (Naples 2018), p. 24, tav. 2.

Claudio Paolinelli notes to me that the albarello was exhibited at the Casa di Raffaello, Urbino, in 2004 and published, as from Urbino or Pesaro, by Giuliana Gardelli in the catalogue Arte e arredo al tempo di Pio II, pp. 60-61. It was then in the collection of Fabrizio Frizzi Baccioni. Gardelli proposes linking the albarello to members of the Montefeltro, Sforza, or Gonzaga families and suggests a link between the round face on the back and the sole raggiato impresa of the Gonzaga; her attribution is “Urbino or Pesaro, third quarter of the fifteenth century”. It was also exhibited by Giovanni Rossi (Ravenna) at the exhibition Faenza-Faience in Faenza, 2000, p. 60.
No. 14: There are fourteen border panels, not twelve as stated. A. Piccini, in an article arguing for the pre-eminence of Acquapendente as a centre of maiolica production in the late Quattrocento, notes the weakness of the arguments for attributing this plate to Pesaro: A. Piccini, “Due vasi in maiolica rinascimentale della seconda metà del XV secolo”, in I volti di Niccolò III e i conti Orsini di Pitigliano, ed. by Barbara Adamanti and Mario Monari, Pitigiliano 2019, pp. 151-66. He further discusses the plate and criticizes the present catalogue entry in an article published on line in December 2019, https://drive.google.com/file/d/1YEJgolKEc2ZtRE8rreyiv3rCNrNWRpxQ/view

Elisa Sani notes to me that this was lot 236 in the Baron de Theïs sale, Paris (Drouot: Pillet), 6-13 May 1874.
No. 15: Cristina Maritano informs me that this and the PETRELLA albarello are mentioned in the D’Azeglio inventory of 1867-8 (Saluzzo, Archivio Tapparelli d’Azeglio, faldone 341, fascicolo 5): Piéces en majolica, fol. 5: 2 Alberelle [sic] de spezieria avec portraits marqués l’un Tristano, l’autre Petrella.

No. 21: Johanna Lessmann suggests to me that the subject of the engraving, though not of the maiolica, is Mucius Scaevola after burning his hand.

This bottle was exhibited by Altomani, with another from the same set, at the exhibition Faenza-Faience, III Biennale della ceramica di antiquariato, Faenza 1992, p. 96.
In a talk issued in June 2020 on line at https://www.youtube.com/watch?v=Ey4BaKhtzU4
Alberto Piccini suggested attributing this series to the workshop of Sante Rubeo at Acquapendente. This attribution is based in part on interpreting the roundel at the top of the ornament on the front as a heraldically-inspired workshop mark of the potter.

No. 25: Offered for sale at Wannenes, Genoa, 30 November 2023, lot 164 (unsold); sold at Wannenes, Milan, 15 May 2024, lot 15.

No. 26: Sold at Wannenes, Milan, 15 May 2024, lot 16.

No. 27: Offered for sale at Wannenes, Genoa, 30 November 2023, lot 165 (unsold); sold at Wannenes, Milan, 15 May 2024, lot 17.

No. 28: A somewhat analogous Deruta plate is in the Museo Archeologico L. Bernabò Brea on the island of Lipari. 
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See also MMA 04.9.28, a lustred Deruta plate in which the curious-shaped object is clearly a torn heart; also the border of another Deruta plate, CeramicAntica anno 3, no. 3, p. 8.
Also a ewer (attributed to Pesaro, c1500) from Santa Chiara di Cella Nova, Padua, published  in F. Cozza Le memorie ritrovate (Padua 2011), p. 59.
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Also an albarello inscribed PER AMORE SE FA, probably Deruta late-fifteenth-century, published on line by Mario Romagnoli: 
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ermetica con un toglio di carta 0 pergamena stretto
da un legaccio. La sezione centrale & sovente
concava, forse per renderne piu semplice la presa
che negli esemplari piu antichi (fiorentini e senesi) &
assicurata dalla presenza di manici a cresta o a
torciglione. E' ricordato da Cipriano Piccolpasso nel
suo trattato (ante 1559) tra i lavori che si modellano
al tornio "con il giro perfetto’, come "I' Albarello da
spetiare e da confetioni, lettovari et unguenti".

Scheda a cura di Mario Romagnoli
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All these references are due to Claudio Paolinelli.

No. 30: Offered for sale at Wannenes, Genoa, 30 November 2023, lot 166. Now in a private collection in Philadelphia. Michael Brody points out to me that the upside-down inscription on a panel above the main inscription can be read as panata pau or pam or pau, though the significance of these words remains to be explained. He also notes another from the same set at the Cotinat sale, Paris (Drouot Montaigne), 20 June 1997, lot 116.
No. 31: Sold at Wannenes, Genoa, 30 November 2023, lot 167.
No. 34: For the “ORELIA” cited here (note 8), see now P. Williamson, The Wyvern Collection. Medieval and Renaissance Enamels and Other Works of Art (London, 2021), no. 187.

No. 35: A.M. Sartore, in La maiolica italiana del Rinascimento (conference proceedings, Assisi 2016), pp. 255-6, apparently provides documentary proof of the attribution of at least some of the San Francesco tiles to “Co”.

No. 36: In note 3 the correct reference for the Bargello plate is Busti and Cocchi 2004, p. 135, no. 41.

No. 39: An almost identical plate is in the Museo de Arte de São Paulo, Brazil (Imbert collection, 44M186).
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No. 40: See now L. Riccetti, “Addenda a `Alexandre Imbert, J. Pierpont Morgan e il collezionismo della maiolica italiana fino al 1914’ (Firenze, Polistampa, 2017)”, Faenza 104 (2018), no. 2, p. 19.
No. 42: The date of the letter in the Archivio Datini is given by Iris Origo, The Merchant of Prato (London 1959, p. 185), as 1395.

No. 50: Illustrated by Conti 1973, fig. 204 (as “private collection, Milan”).
I was in 2018 able to examine the “Baker” plate from the Czartoryski collection in Cracow. While it is certainly a nineteenth-century “marriage” of two unrelated pieces, I think the border, as well as the centre, is part of a genuine Faenza piece of c1510-25, not, as implied in the text here, a nineteenth-century fabrication.
The reference in note 6 on p. 125 to a Sotheby’s sale in 1995 is incorrect; I owe to Rainer Zietz the information that the correct reference is Christie’s, New York, 10 January 1995, lot 6.
No. 61: I thank Chiara Betti for the identification of the saint, which I think is probably correct, as the martyr St Bibiana.

I owe to Lucio Riccetti the information that this was in the collection of Alexandre Imbert (Dubrujeaud 1911, no. 154; Riccetti 2017, pp. 222, 299). See now L. Riccetti, “Addenda a `Alexandre Imbert, J. Pierpont Morgan e il collezionismo della maiolica italiana fino al 1914’ (Firenze, Polistampa, 2017)”, Faenza 104 (2018), no. 2, p. 21.
No. 64: The reference in note 5 is to vol I of Wilson and Sani 2006-07.

No. 66: Offered for sale at Wannenes, Milan, 15 May 2024, lot 3 (unsold).

No. 70: Sold at Wannenes, Miulan, 15 May 2024, lot 4.

No. 68: I owe to Lucio Riccetti the information that this was in the collection of Alexandre Imbert (Dubrujeaud 1911, no. 435; Riccetti 2017, p. 325). See now L. Riccetti, “Addenda a `Alexandre Imbert, J. Pierpont Morgan e il collezionismo della maiolica italiana fino al 1914’ (Firenze, Polistampa, 2017)”, Faenza 104 (2018), no. 2, p. 21.
No. 74: Sold at Wannenes, Genoa, 30 November 2023, lot 158.

No. 75: Sold at Wannenes, Genoa, 30 November 2023, lot 159.

No. 77: In a lecture given in Pesaro in March 2023, Massimo Moretti expressed the hypothesis that the “In Castel Durante” painter could be Giorgio Picchi the Elder.

Nos 78, 83: A useful conspectus of the Isabella and Federico/Margherita credenze is on http://ideaceramics.web.unc.edu/prsp-exhibit/ceramics-exhibit/
For the Rothschild ewer (no. 24 in the listing here), see

https:www.errproject.org/jeudepaume/card_view.php?Cardid=14476

No. 81: David Ekserdjian (Apollo 190, no. 677, July/August 2019, p. 103) suggests that a more plausible source than the Marcantonio engraving here cited is Agostino Veneziano’s Procession of Silenus (BM 1980,U.1601).
No. 83: For the Gonzaga-Paleologo set, see M. Palvarini Gobio Casali, La credenza di Nicola d’Urbino per Federico II Gonzaga (2017).

No. 86: John Mallet in Burlington Magazine 161 (July 2019), pp. 608-9 rejects the attribution of this to the painter of no. 87.

No. 87: A Diana and Actaeon, formerly in the Sackler collection with the same handwriting and probably by the same painter, is published and tentatively attributed to the workshop of Girolamo di Lanfranco in Pesaro by R. Gresta, I Lanfranco dalle Gabicce (Gabicce Mare, 2018), no. 4.
John Mallet in Burlington Magazine 161 (July 2019), pp. 608-9, re-asserts his suggestion that the painter of this and the group of pieces associated with it be known as “The Painter of Aeneas in Italy”.

No. 89: Republished by G. Kaucher, Le peintre du Marsyas de Milan. La majolique historiée à Urbino en 1530 (Paris, 2024), no. 43, as by the Milan Marsyas Painter in the context of her detailed monograph on the artist’s work. She suggests the central figure may represent the Virgin Mary, a hypothesis which lacks corroboration.

Julia Poole has suggested (Faenza 89, 2003, nos 1-6, p. 99) that this might be the piatto in forma di scudella con tre Santi uno de quali è S. Giovanni Battista which was among pieces sold by Girolamo Talpa of Sanseverino in Le Marche in August 1712 to Cardinal Filippo Gualtieri (R. Paciaroni in Faenza 88, 2002, nos 1-6, p. 175).
No. 90: David Ekserdjian (Apollo 190, no. 677, July/August 2019, p. 103) notes that the figures echo Raphael’s design for The Battle of the Milvian Bridge in the Sala del Costantino in the Vatican, specifically connecting them with a drawing in the Louvre (inv. 3872) attributed to G.F. Penni:
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Cristina Maritano notes to me that a candlestick with Apollo and Daphne and a plate with Abraham, lots 98 and 99 in the Bourgeois Frères sale, Heberle, Cologne, 19-27 October 1904, bore the same crowned quartered arms (the candlestick better described and illustrated from the Spitzer collection, Molinier 1892, no. 73; Spitzer sale 1893, lot 1111). However, neither of these items seems to have had the initials F II, nor do they have subjects from Livy, so they may not have formed part of the same set.

John Mallet and Greta Kaucher, both of whom have studied the work of the “Milan Marsyas painter” intensively, tell me (2023) they do not think any of the Sforza set is by this painter; they may well be correct.

No. 91: Republished by G. Kaucher, Le peintre du Marsyas de Milan. La majolique historiée à Urbino en 1530 (Paris, 2024), no. 32, reasserting the attribution to the Milan Marsyas Painter in the context of her detailed monograph on the artist’s work. She may well be correct. She also suggests a reminiscence in the left-hand figure of a figure in the representation of the subject in the 1497 Ovidio Metamorphoseos vulgare of 1497; the connection seems to me tenuous. 
No. 92: The Poole page ref. in note 2 should read “pp. 361-2”.

No. 93: The bibliographical reference should read “Mallet 2007, no. 23” (not 43). See now E. Sannipoli, “Note sugli istoriati `a due orizzonti’”, in La maiolica italiana del Rinascimento (conference proceedings, Assisi 2016), p. 224, fig. 58

No. 94: From the collection of Adalbert von Lanna, Prague; Sammlung des +Freiherrn Adalbert von Lanna, Prag, Zweiter Teil, Lepke, Berlin, sale 1605, 21-28 March 1911, lot 565.

No. 96: The Apollo and Pan sold at Tours in 2011 is now in the collection of the Fondation Gandur, Geneva: F. Fravalo (ed.). The Decorative Arts: I: sculptures, enamels, maiolicas and tapestries. Fondation Gandur pour l’art (2020), no. 6.

No. 101: The bibliography should have included, C. Ravanelli Guidotti, “`Faenza’. ‘Ideale compagna spirituale del ceramologo’. Considerazioni sui contributi italiani dal 1913 al 1943”, Faenza 99 (2013), no. 1, p. 41. See now E. Sannipoli, “Note sugli istoriati `a due orizzonti’”, in La maiolica italiana del Rinascimento (conference proceedings, Assisi 2016), p. 226, fig. 57.
No. 102: The reference in note 1 should be to Bartsch XIV, p. 262, no. 350.

No. 107: A version of the subject dated 1535 and lustred was confiscated by the Nazi regime from a member of the Rothschild family in France in 1940 and restituted in 1946. See https://www.errproject.org/jeudepaume/card_view.php?Cardid=16611
The 1539 version formerly in Rotterdam here cited was restituted in 2022 to the Goodman family and sold at Christie’s, New York, 25 January 2023, lot 116.

No. 109: D. Ekserdjian, Apollo 190, no. 677, July/August 2019, p. 103, suggests that the figure of Mergis is derived from Position 1 in Marcantonio Raimondi’s I Modi after Giulio Romano.

No. 110: The bibliography should have included D. Ekserdjian, “Xanto and his sources”, Faenza 93, nos 4-6, p. 138.

No. 111: The bibliography should have included D. Ekserdjian, “Xanto and his sources”, Faenza 93, nos 4-6, p. 138, fig. 6.
No. 112: The description fails to transcribe the words on the plinth in the foreground, apparently: Ciri manus ex Presopoli -
The episode is from Justin, De Historiis Philippicis, I, 7.
D. Ekserdjian, Apollo 190, no. 677, July/August 2019, p. 103, suggests that the figure holding the axe is derived not directly from the Marcantonio print here cited but more immediately from a figure in Parmigianino’s Marriage of the Virgin Mary (illustrated on p. 252).
No. 115: The 1855 Bernal sale was at Christie’s, London. 
At the sale of Emanuele Marchese d’Azeglio’s maiolica in Paris (Drouot), 16-17 March 1868, lot 28 was another plate with this subject: Plat (Majolica) à irisations rouge et or, représentant Brutus et Porcia, signé des sigles F.X.  Au revers Bruto de portia sua l’ardir riprende. It was bought by Delange for 380 francs.

Other versions with similar Xantesque iconography and inscription are one in Stockholm (Dahlbäck-Lutteman 1981, no. 77) and a later version, probably from the Patanazzi workshop, in Stuttgart/Ludwigsburg (Württembergisches Landesmuseum B139/199; Krgt. 516 – thanks to Katharina Küster-Heise).

D. Ekserdjian, Apollo 190, no. 677, July/August 2019, p. 103, suggests that the figure of Portia might be distantly derived from Marcantonio’s Prudence (BM, H,3.14).
Another plate dated 1534 and by Lu Ur (though without the initial L) is one inscribed Gia fimigiava lamorosa stella, copying a plate in the Fitzwilliam (Poole 1995, no. 395), was offered for sale (but unsold) at Lyon and Turnbull, Edinburgh, 6-7 September 2023, lot 488. 

No. 115: Sold at Wannenes, Genoa, 30 November 2023, lot 156.

No. 116: Offered for sale at Wannenes, Genoa, 30 November 2023, lot 155 (unsold); sold at Wannenes, Milan, 15 May 2024, lot 1.

No. 118: The version of the subject from the Campana collection has now been published by F. Barbe, “Les majoliques de la collection Campana” in Un rêve d’Italie. La collection du marquis Campana, exhib. cat., Musée du Louvre, Paris, ed. by Françoise Gaultier, Laurent Haumesser, and Anna Trofimova, 2018, no. 411.

No. 119: D. Ekserdjian, Apollo 190, no. 677, July/August 2019, p. 103, notes that the ultimate source of the dog is Dürer’s woodcut of The Visitation from the Life of the Virgin series.
In note 3, for “provided a model for the drawing” read “provided a model for the maiolica-painter”. 
Alberto Piccini in an article posted on line in December 2019, https://drive.google.com/file/d/1YEJgolKEc2ZtRE8rreyiv3rCNrNWRpxQ/view provides a critique of the discussion of this plate both here and by Ravanelli Guidotti.
No. 121: This piece was confiscated by the Nazi regime in Paris from Maurice de Rothschild in 1940 and restituted in 1945:

https://www.errproject.org/jeudepaume/card_view.php?Cardid=16610
No. 126: For “in a wooded interior” read “among trees”. In the inscription, for “the arme” read “le arme”. 
No. 127: John Mallet (email of 14 September 2019) suggests this might be by Nicolò da Fano.

See now L. Riccetti, “Addenda a `Alexandre Imbert, J. Pierpont Morgan e il collezionismo della maiolica italiana fino al 1914’ (Firenze, Polistampa, 2017)”, Faenza 104 (2018), no. 2, p. 20.

Louise Kobusinski informs me (2024) that another plate from the set inscribed del re mida is in the Musée du Service de Santé des Armées, Val-de-Grâce, Paris.

The page reference in note 4 should read “pp. 226-7”.
No. 129: In the Bibliography, the words “III, Introduction, p. 90” are part of the ref to Falke 1994 and belong further down the bibliography.

Another plate marked as made in Guido di Merlino’s workshop (in botega di Mo Guido Merlino in Urbino 1545), with Aeneas defeating Turnus in battle, was confiscated from a member of the Rothschild family in France in 1940 and restituted in 1946. See https://www.errproject.org/jeudepaume/card_view.php?Cardid=14645
I am unable to determine from the small photograph on the website which stylistic group it belongs to.
The hypothesis initially formulated by Hugo Morley-Fletcher and mentioned by me in 1993 (Wilson 1993, p. 225), when the group of potters around Guido di Merlino and Francesco Durantino had been much less fully studied than they have now, that the Greek letters phi and delta on the fronts of a Saint Paul Preaching  now in the National Gallery of Art, Washington, D.C., and a Battle scene in Frankfurt (both once together in the Fountaine collection) might be read as “Fideltà” and a rebus-signature for Fedele Fulmine, has now been cogently developed and argued in detail by Luca Pesante, ”Francesco Durantino e Fedele Fulmine”, in the Assisi conference volume La maiolica italiana del Rinascimento (2019), pp. 197-204. I think it is likely to be correct.

No. 130: The consul called by Valerius Maximus “Lucius Marcius” is more correctly called “Lucius Martius”.

No. 133: Now published and attributed to the workshop of Girolamo di Lanfranco in Pesaro by R. Gresta, I Lanfranco dalle Gabicce (Gabicce Mare, 2018), no. 40.

Barbara Agosti, in the review of the 2019 Urbino exhibition in Bollettino d’Arte 43 (July-September 2019), p. 177, suggests plausibly that the centre foreground figure is derived from an engraving by Marcantonio, Bartsch XIV, p. 330, no. 438.

No. 134: Offered for sale at Wannenes, Genoa, 30 November 2023, lot 157 (unsold); sold at Wannenes, Milan, 15 May 2024, lot 2.
No. 136: The date of the Lenoncourt document is 27 January 1550, not 27 July 1550, so that the “next April” stipulated as the delivery date is April 1550 not 1551; the calendar in use in Rome began the year on 25 December (i.e. six days earlier than the modern calendar), so these dates are 1550 modern style.

I owe to Cristina Maritano knowledge of a second large (36 cm) plate from the Lenoncourt service, dated 1551, from the Hermine Feist sale, Fischer, Lucerne, 20-24 May 1941, lot 3 https://digi.ub.uni-heidelberg.de/diglit/fischer1941_05_20/0009?sid=e5f8ba737cb4c0dd94de031ef6b9748e
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The inscription and composition of the Feist plate, which illustrates a battle waged by Sennacherib (Chronicles II, chap. 32), are based on a woodcut by Hans Holbein the Younger from his Historiarum Veteris Testamenti Icones, first published in 1538.
Luca Pesante’s article on Luca Baldi in La ceramica nello scaffale, ed. by C. Giardini and C. Paolinelli (Fano, 2018), pp. 147-52, was published before the present catalogue but reached me too late to be taken into consideration. As stated in note 4, I now think Pesante is correct in thinking that the V&A flask and the present plate are by the same hand, and that Pesante is justified in using them as the touchstone for identifying Luca Baldi’s style. I disagree with him, however, in thinking that the Giovanni Luca di Bartolomeo Baldi of Castel Durante mentioned in Gubbio documents in 1521 and in Gubbio documents in 1525 (see Balzani and Regni 2004, pp. 14-15, doc. 427, and Biganti 2002, doc. 242) is not the same person: the coincidence of name seems too great. Pesante is surely right in thinking that there is a seemingly unbridgeable stylistic gap, even over 25 years, between the Gubbio works of the “Painter of the Three Graces” of 1525 and the Lenoncourt pieces of 1550-51, so the hypothesis adumbrated in Wilson 1993, p. 182, that Giovanni Luca was the “Painter of the Three Graces” seems now improbable.
See now J. Triolo in Faenza 109, no. 2 (1923), p. 23, note 9, supporting the view that “Giovanni Luca” and “Luca Baldi” are the same person.
No. 137: A Battle between Cato and the Sabines stated to be signed Orazio Fontana was confiscated by the Nazi regime in Paris in 1940 from Arnold Seligmann and restituted in 1946: see https://www.errproject.org/jeudepaume/card_view.php?CardId=17219
No. 139: D. Ekserdjian, Apollo 190, no. 677, July/August 2019, p. 103, points out that the horseman on the white horse echoes a figure in the Meeting of Leo the Great with Attila in Raphael’s Vatican Stanze, though I know of no engraving of this scene early enough to have been the painter’s source. This perhaps suggests that the Hannibal series is based on drawings by a professional painter with access to images of this type.

No. 140: Addenda to the listings of the plates of the Hannibal set are listed in the addenda to the 2009 British Museum catalogue on https://timothywilson.co.uk/italian-renaissance-ceramics-catalogue-british-museum-addenda-and-corrigenda/
No. 141: On the interest in landscape-painting at the sixteenth-century Della Rovere court, see A. Giannotti, “Gherardo Cibo e la `pittura di paesi’ alla corte dei Della Rovere nel Cinquecento”, Accademia Raffaello. Atti e studi 2016, nos 1, 2, pp. 81-93.

No. 142: In the Provenance, Benvenuto Pasolini Dall’Onda should precede Roussel.

Omitted from the bibliography was: C. Giardini, Maioliche ducali e riflessioni ceramiche (Ancona 2014). This is a serious omission because Dr Giardini documents contacts between Andrea Ghetti and both the Duchess Vittoria Farnese and Duke Guidubaldo.

See now C. Giardini, Discorso intorno al Servizio in maiolica istoriata d’epoca roveresca detto Volterrano (Ancona, 2021) with extensive discussion of the series and sustained critique of my contributions to the subject.

p. 329: It is an error to describe Galeotto Malatesta as Lord of Rimini, though he was a member of the city’s ruling family.
No. 143: Another plate from the main series after Beham, with Moses giving tanks to God (Exodus 15) is in the Akademie der Bildenden Künste, Vienna, inv. GG-A408.

No. 144: The shallow bowl with this subject cited here as in a private collection in Florence is now in the Bargello and is published by M. Marini, “Nuove maioliche nella raccolta del Museo Nazionale del Bargello”, Faenza 104, no. 1 (2018), pp. 31-32. Marini adds to those pieces cited here using the same source a flask formerly in the Volpi collection, a plate in Braunschweig (Lessmann 1979, no. 222), a crespina, and another plate.

No. 145: The description corresponds to a “Large plateau, finely painted with a composition representing the Fall of Troy…” exhibited by Messrs Farrer at the Special Exhibition of Works of Art... at South Kensington in 1862 (Robinson 1863, no. 5279) and this is probably the same object.
No. 147: Here and in my previous work on Gironimo (Wilson 2003b), I deplorably failed to cite Giuliana Gardelli’s very plausible attribution to him of the large multi-tile panel in the Galleria Nazionale delle Marche, Urbino, of Saint Crescentinus, patron saint of Urbino:
Gardelli, Giuliana. "San Crescentino e il drago, grande tavola in maiolica della galleria nazionale delle Marche. L'influenza di Raffaello nella iconografia ceramica", Fimantiquari Arte Viva 3 (1993), pp. 39-45.

No. 151: Offered for sale at Wannenes, Genoa, 30 November 2023, lot 168, and at Wannenes, Milan, 15 May 2024, lot 14 (in both cases unsold).

No. 154: In a talk given at Palazzo Madama, Turin, in September 2019, Elisa Sani compared the dish to a fragment found at Urbania: C. Paolinelli in F. Paoli and J.T. Spike (eds), Francesco Maria Della Rovere di Tiziano, Urbania 2019, tav IVA, fig. F.

No. 159: A group of belle donne with similar expressions is at Arezzo (notably a CORNELIA B, Fuchs 1993, no. 243).

No. 161: The important plate in Stockholm cited in note 4 is given the wrong inventory number both here and by Dahlbäck Lutteman: correct is 228/1921. 

No. 163: The plate cited in note 9 was offered again at Pandolfini, Florence, 20 October 2021, lot 34.

No. 166: This was lot 148 at Phillips, London, 12 December 1990 (information from Celia Curnow).

No. 167, p. 376: The marked cistern cited was sold at Parke Bernet, New York, 9 March 1950, lot 183.

Note 16: The reference to “Wilson 2016” should be to “Wilson 2017”.
The cistern is illustrated in the essay by J.V.G. Mallet, p. 21, in E.P. Sani, Italian Maiolica and Other Early Modern Ceramics in the Courtauld Gallery, 2023.
No. 168: A similar basin with another Caesar subject after Federico Zuccaro was sold at Mehlis auction house, Plauen, Saxony, Germany, 22-24 August 2019, lot 3250 (information from Justin Raccanello). It is now in the Museum of Fine Arts, Boston, no. 2021.150.
No. 172: This was exhibited by Antichità all’Oratorio, Bologna, at the exhibition Faenza-Faience, III Biennale della ceramica di antiquariato, Faenza 1992, p. 83 (information from Claudio Paolinelli).

No. 174: The Fortitude cited here was exhibited in the exhibition Maiolica. Lustri oro e rubino dal Rinascimento ad oggi, Assisi 2019, no. 52.

Nos 174, 175: At a virtual conference in honour of John Mallet organized by the French Porcelain Society, 7-8 November 2020, Elisa Paola Sani re-examined the work of this painter, including the unlustred Christ carrying the cross panel in the MIC Faenza (Ravanelli Guidotti 1990, no. 120, already associating the panel with this group of work) and the Saint Jude in the Musei Civici, Pesaro - see below, no. 177).

The Wallace Collection plate (C41) cited (note 2), is not, as stated here, lustred.

No. 177: At a virtual conference in honour of John Mallet organized by the French Porcelain Society 7-8 November 2020, Elisa Paola Sani proposed to attribute the Pesaro Saint Jude to the painter of nos. 174, 175 here; and John Mallet expressed his agreement.

No. 180: See now L. Riccetti, “Addenda a `Alexandre Imbert, J. Pierpont Morgan e il collezionismo della maiolica italiana fino al 1914’ (Firenze, Polistampa, 2017)”, Faenza 104 (2018), no. 2, p. 20.

This plate was recently in the Lotti collection, Mantua (information from Claudio Paolinelli).
No. 182: Gianni Maccherini points out to me that these are the arms of the Pannilini family of Siena.

No. 183: note 5: Another abborchiata with the arms of Julius II, of a different pattern, was in the Mannheim and Pierpont Morgan collections (Molinier 1898, no. 55); later with Altomani, Pesaro.

For abborchiate, see now E. Sannipoli, “Coppe abborchiate, medaglie e placchette”, in L. Pesante and A. Satolli (eds), La maiolica e le altre arti (2019), pp. 113-54. Also E. Sannipoli, “`Mastro Giorgio finì de maiolica’. I rovesci dei piatti lustrati nella bottega Andreoli di Gubbio”, in L. Pesante and A. Satolli (eds), La bottega del vasaio. Uomini, tecniche, modelli (2021), pp. 44-6; also, for the mark, cf Sannipoli p. 60, fig. 43.
No. 186: The one inscribed SILO BALSIMO is now in a private collection in London.

No. 187: The mark is under the handle, not under the spout.

The jar is published by M. Marini in Islam e Firenze. Arte e collezionismo dai Medici al Novecento, exhib. cat, Gallerie degli Uffizi and Museo Nazionale del Bargello, Florence, 2018, p. 72, fig. 8, with a dating to the first quarter of the sixteenth century, indicating that this authority thinks the arms are for Pope Leo X.
No. 190: On the “Bottega del Tridente”, see now M. Marini in C. Ravanelli Guidotti, Maioliche di Montelupo. Stemmi, ritratti e “figurati” and English-language edition, The Maiolica of Montelupo. Heraldry, portraits and “figurati” (Florence 2019).

No. 191: Published alongside a similar jug by S. Nutini and M. Marini, “`Andar per mare’: quando la ceramica racconta la storia”, Faenza 104, no. 2, p. 13.

No. 193: See now the description in A. Alinari, Maiolica a Gagliano nel Cinquecento, privately circulated, 2021, pp. 107-11, suggesting the thrower was active at Gagliano, near Cafaggiolo.

No. 197: Sold at Wannenes, Genoa, 30 November 2023, lot 153 and acquired by Justin Raccanello for the Ashmolean Museum, Oxford.

No. 198: Two plates of the same kind are in the Museo de Arte de São Paulo, Brazil (Imbert collection, 103M29 and 104M30).

See Wilson 2010, p. 271, for doubts expressed by Otto von Falke about the authenticity of this group. I have never been able to convince myself, though those I have seen tend to be in excellent condition, that any of them are fake; the plate in Dresden (Richter 2006, no. 151) was acquired in 1876, so certainly predates the activity of the faker Ferruccio Mengaroni. 

No. 199: Offered for sale at Wannenes, Genoa, 30 November 2023, lot 154 and now in a private collection in Philadelphia.

Michael Brody has identified the label as being from the sale at Sotheby’s, London, 13 July 1962, lot 12 (“property of a gentleman”)

There is another plate signed domenego becer feci in Stuttgart/Ludwigsburg (S. Hesse in Glaser 2004, p. 109, figs 26-7).

All previous writing about Domenego da Venezia is now superseded and corrected by the impressive archival work of Monica De Marco in Da Venezia alla Calabria (2022), demonstrating that the prolific producer of well-painted maiolica in the second half of the sixteenth century was not Domenego de’ Betti, son-in-law of Jacomo da Pesaro, but very probably Domenego Rospo Becer (or Becher), who died in the parish of San Pantalon in Venice in 1602.
No. 200: Sold at Wannenes, Genoa, 30 November 2023, lot 151.

Illustrated by M. De Marco in Da Venezia alla Calabria (2022), p. 95, comparing tbe cartouche with one in an engraving by Cornelis Bos).

No. 201: prof. Riccardo Perale suggests to me that the allegorical figure on the elephant might be Venice Triumphant. See now his Maioliche da farmacia nella Serenissima (Venice 2021), pp. 145-50, figs 138, 139.
Nos 201, 202: I. Panella, Italo, and A. Nicotra, “Le ceramiche del monastero benedettino di san Nicolò l’Arena di Catania”, Atti del LIII Convegno Internazionale della ceramica [Centro ligure per la storia della ceramica], pp. 250-4, hypothesize that these jars were made for a monastic pharmacy in Catania. The only evidence adduced is slender: that the elephant was symbol of the city of Catania. The association of the jars with the Catania commission is countenanced by M. De Marco in her intensive and ground-breaking study of Domenego: “Nuovi dati sull’ambiente di Domenego da Venezia”, in M. Panarello et al., Da Venezia alla Calabria. La maiolica secentesca di Gerace riscoperta. Briatico, 2022, p. 59 and note 182.
I owe to Elisa Sani the excellent observation that the animals and birds on both jars, with the exception of the elephant and rider, are taken from engravings by the prolific German printmaker Virgil Solis (I. O’Dell-Franke, Kupferstiche und Radierungen aus der Werkstatt des Virgil Solis, Wiesbaden, 1977, no. g77 and g78, probably dating from the 1550s):
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No. 203: Sold at Wannenes, Genoa, 30 November 2023, lot 152.

No. 204, See R. Perale, Maioliche da farmacia nella Serenissima (Venice, 2021), p. 87, fig. 72. Sold at Wannenes, Milan, 15 May 2024, lot10.
p. 450: For the genealogy of members of the Pompei family, see now G. Giacomini, I Ceramisti di Castelli con gli alberi genealogici delle famiglie castellane dal 1500 (Castelli, 2018), pp. 64-9.
No. 220: D. Ekserdjian Apollo 190, no. 677, July/August 2019, p. 103, notes that the subject is after an etching of 1651 by Michel Dorigny after Simon Vouet’s paintings in the Hôtel Séguier, Paris:
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Sold at Wannenes, Milan, 15 May 2024, lot 25.
Index, p. 506: For “Della Rovere, Francesco I” read “Della Rovere, Francesco Maria I”.

Reviews

Elisa Paola Sani in Faenza 104 (2018), no. 2, pp. 94-99.

John Mallet in Burlington Magazine 161 (July 2019), pp. 608-9.
David Ekserdjian in Apollo 190, no. 677, July/August 2019, pp. 102-3, adding various graphic sources for the istoriato.
Antiquariato August 2019, pp. 88-91. 
The Golden Age of Italian Maiolica-Painting: supplement: maiolica added to the collection from 2018 onwards.
113 items from this catalogue were exhibited at Palazzo Madama, Turin, in 2019 and described, in entries based on the present catalogue, in the exhibition catalogue, L’Italia del Rinascimento. Lo splendore della maiolica, by T. Wilson and C. Maritano (Wilson and Maritano 2019).
157 items from the collection were exhibited in the exhibition, Raphael Ware: I colori del Rinascimento, at the Palazzo Ducale, Urbino, 2019-20 and are redescribed in the catalogue (Wilson and Paolinelli 2019).
Addenda and corrigenda to the catalogue The Golden Age are provided in a separate document available on my website https://timothywilson.co.uk and intermittently updated.
Of the pieces described below, I have been able to examine only no. 1.
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Genolini 1881. Genolini, Angelo. Maioliche italiane. Marche e monogrammi. Milan.
 [Reprint Bologna, 1977]

Minghetti 1939. Minghetti, Aurelio. I ceramisti. Milan. [Reprint Ferrara 1992]

Polidori 1953. Polidori, Gian Carlo. “La tecnica di Mastro Giorgio. Una ceramica sconosciuta”, La ceramica 9, pp. 30-4.

Wilson and Marcucci forthcoming. Wilson, Timothy, and Marcucci, Federico. “Alcune notizie su Orazio Fontana e altri ceramisti urbinati da manoscritti conservati a Urbino e Pesaro”, Faenza forthcoming, 2020.
Wilson and Maritano 2019. Wilson, Timothy, and Maritano, Cristina. L’Italia del Rinascimento. Lo splendore della maiolica. Exhib. cat., Palazzo Madama, Turin.

Wilson and Paolinelli 2019. Wilson, Timothy, and Paolinelli, Claudio. “Raphael ware”. I colori del Rinascimento. Exhib. cat., Galleria Nazionale delle Marche, Urbino.

Supplement no. 1
Shallow bowl, Saint Jerome and the lion
Urbino, 1542
Provenance: Emanuele Taparelli, Marchese d’Azeglio; sold Paris,16-17 March 1868, lot 6 (Maritano 2011, p. 109); bought by Guilain for 176 francs; Achillito Chiesa, Milan; American Art Association, New York, part III, 16-17 April 1926, lot 436; Agosti or Mendoza collection; Galleria Pesaro, Milan, 25-29 January 1937, lot 237; A. Rivolta, Milan; Palazzo Ferrajoli collection, Rome; Sotheby’s, Milan, 4-5 December 1996, lot 721; Pandolfini, Florence, 31 October 2018, lot 3
Galleria Pesaro sale label and Italian Ufficio Esportazione label
Diam: 27 cm.
Condition: cracked; upper left edge restored.
Bibliography: Chaffers 1866, p. 64; d’Azeglio inventory 1867-8, fol. 9; Darcel and Delange 1869, p. 43; Fortnum 1873, p. 371, no. 38; Genolini 1881, tav. XVIII, nos 294, 295; Botta 1936, tav XCIV, no. 237; Minghetti 1939, p. 387; CeramicAntica 6, no. 10 (November 1996), cover and p. 56; Mallet 1996, p. 56; Mallet 2003, pp. 54-6, 60-1, tav. III; Wilson 2004, p. 118, note 24; Wilson and Maritano 2019, no. 84; Wilson and Paolinelli 2019, no. 73.                                                                       
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The coppa shows scenes from the story of Saint Jerome, from the thirteenth-century Golden Legend, by Jacopus de Voragine. After his return from a hermit’s life in the desert, Jerome lived in a monastery. One day a lion came in, its foot torn by thorns; Jerome tended it and the lion thereafter lived in the monastery and carried out domestic duties, including protecting the monastery’s donkey. In the foreground, the saint, his cardinal’s hat at his feet, takes a thorn from the lion’s paw, while monks flee in terror; in the background the lion carries firewood and stands by the donkey. In the sky is a small winged cherub-head with seven stars above. The inscription on the back is 1542 Côme sâ[n].ierônimo Cava.la spina d[al]la zâ[m]pa.al lione  Urbino
This picturesque subject, with frightened monks, had been painted by Benozzo Gozzoli in the Church of San Francesco, Montefalco, about 1452 and by Carpaccio in San Giorgio degli Schiavoni in Venice about 1502
.
This painter painted a service dated 1546 with on the back a coalmine and the motto TESAURUS CARBONES ERANT (coals were treasure), so is known as “The Painter of the Coalmine dishes”. Dated works attributable to him, some marked Urbino, range from 1540 to 1546
. The monogram beneath a star on the front here, apparently with the letters M A A F S, is the only clue to the painter’s identity. One hypothesis
 is that it is somehow for Maestro Francesco Silvano. Francesco di Silvano was an Urbino workshop-owner, documented between 1527 and 1553, whose wife was Guido di Merlino’s sister
; in 1541 Xanto painted a plate marked as made in Francesco’s workshop
.
At the time of the installation of the Urbino exhibition in 2019, there was some questioning of the authenticity of this piece. As far as I know, these doubts were not shared by anyone who had seen/handled the piece and they are in my view certainly unfounded.

Currently (2020) on loan to the Galleria Nazionale delle Marche, Urbino.
Supplement no. 2

Plate, Dante and Virgil observing Count Ugolino della Gherardesca and Archbishop Ruggieri.

By the “Painter of the Apollo Basin”, Urbino and/or Gubbio 1531.

Provenance: Galleria Riccardi, Florence; acquired in 1950 by Giorgio Ugolini, Pesaro; his daughter Grazia Biscontini Ugolini; Maioliche dal XVI al XX secolo dalle collezioni di Grazia Biscontini Ugolini. Importanti maioliche e porcellane da due collezioni private, Wannenes, Milan, 1 July 2020, lot 702.
Diam: 27 cm. (according to Wannenes).

Condition: “Slightly worn; a minor loss to rim” according to Wannenes sale catalogue.

Bibliography: Polidori 1953, pp. 33-4; Tokyo 1981, no. 102; Mallet 2002B, pp. 95, 109, tav. X.
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The flattish plate is painted with two pairs of figures separated by an imposing broken arch; on the left is an arched doorway leading to darkness. The front is lightly enhanced with lustre. On the back, in now faint lustre, is the inscription 1531 Mo Go da ugubio

For the “Painter of the Apollo Basin”, see Golden Age, nos 117, 118. This plate is one of the works by the painter which are lustred and bear the workshop mark of “Maestro Giorgio da Gubbio” (but note that he does not write “in Gubbio”), including the famous large plate in the Museo Civico Medievale, Bologna marked 1532 Mo Go fini de maiolica, that is “applied the lustre”. This makes it likely, if not certain, that the pieces in question were lustred in Gubbio, rather than in an outstation of the Maestro Giorgio business which certainly existed by 1538 and may have existed earlier (see Golden Age, p. 279). Whether the painting was done by the painter working in Gubbio or in Urbino, with the pieces then being taken to Gubbio for lustring, remains uncertain.
The subject is at first sight puzzling but becomes clear when one sees that the standing figure on the left is gnawing at the head of the seated figure. In the light of this it is practically certain (though Mallet expresses some caution) that the subject is Dante and Vergil (on the right) in the lowest circle of the Inferno encountering, among the traitors, Count Ugolino di Guelfo della Gherardesca and Archbishop Ruggieri degli Ubaldini (Inferno, cantos 32, 33). Ugolino had taken control of Pisa but was overthrown by a faction led by Ruggieri and left to starve to death in prison with two sons and two grandsons, in 1289. Dante writes vividly how Ugolino, himself guilty in Dante’s eyes of betrayal, was eternally condemned to gnaw at the back of the skull of Ruggieri in ever-unsatisfied hatred:

… ch’io vidi due ghiacciati in una buca, 

sí che l’un capo all’altro era cappello; 

e com’ il pan per fame si manduca,

cosí ’l sovran li denti all’altro pose

là ’ve ’l cervel si aggiugne con la nuca
The figures are taken from Raphael-school engravings: Dante and Vergil copy the two figures at the right hand edge of Marcantonio’s engraving of Raphael’s design for the Parnassus in the Vatican (Golden Age, p. 240, fig. 43); the figures of Ugolino and Ruggieri are from the engraving by Agostino Veneziano of five figures from Michelangelo’s Battle of Cascina (https://www.britishmuseum.org/collection/object/P_H-7-34). 

This striking plate, alongside Golden Age nos 117 and 118, is a third work in the present collection by a painter who may be considered, alongside Nicola da Urbino and Xanto, the best of the painters in the Urbino style in the years around 1530. For his work and the speculative suggestion that he might possibly be identifiable with the Urbino painter Cecco Burnetto, see Golden Age, pp. 270-271. Mallet notes that he had a particular taste for engravings after Michelangelo, which distinguishes him from Nicola and Xanto. This plate is considered by John Mallet “one of the best” of the painter’s works (email to THW, 8 June 2020). It is also a rare example of a subject from Dante on Renaissance maiolica.

Promised loan (2021) to the Galleria Nazionale delle Marche, Urbino.
Supplement no. 3

Plate, The Rape of Europa

Probably Urbino, c.1540-65

Provenance: Acquired on the art market by Grazia Biscontini Ugolini, 1989; Maioliche dal XVI al XX secolo dalle collezioni di Grazia Biscontini Ugolini. Importanti maioliche e porcellane da due collezioni private, Wannenes, Milan, 1 July 2020, lot 703.
Diam: 26.5 cm.

Condition “Slightly worn; minor defects”, according to Wannenes sale catalogue.

Bibliography: none.
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The plate is painted in characteristic Urbino mid-sixteenth-century style, with a scene representing an episode from the story of Jupiter’s rape of Europa in the form of a bull, from Book 2 of Ovid’s Metamorphoses. The inscription is Giove converso intoro &rapi uropa.

In the centre are two bulls, one of them approached by a woman, presumably Europa. Five female companions look on and gesture. In the sky flies Jupiter with a thunderbolt in each hand. The representation of the scene is unusual, apparently showing the beginning of the episode, with Europa attracted to the bull but not yet carried off to sea. No graphic source for the composition has been found in sixteenth-century illustrated Ovids.

The plate may have been painted in the workshop of Guido Durantino/Fontana, but I am unable to adduce tangible evidence for this supposition
. The handwriting, especially the initial G, resembles that of Gironimo Tomasi and it is possible this is an early work by him
.

Supplement no. 4

Pharmacy jar with a Queen

Workshop of the Fontana family, Urbino, c.1560-70

Provenance: Mary Duke Biddle Trent Semans Foundation, Duke University, Durham, North Carolina (acquired by the then Mrs Trent and her husband Josiah Trent (d.1948), perhaps from or through Ida and Henry Schuman, antiquarian book dealers in New York: a piece of paper referring to the Schumans is inside the jar; I thank Nette Meghens for this information); Fine European Ceramics Including Pottery from the Mary Duke Biddle Trent Semans Foundation, Bonham’s, London, 22 July 2020, lot 32. 

H: 34 cm.

Condition: Repairs; damage to spout. Conservation by Penny Fisher, 2020-1.
Bibliography: none specific to this jar, but on the set see Ravanelli Guidotti 1992, pp. 116-26; Poole 1995, pp. 396-7; Wilson 1996, pp. 295-8; Casati Migliorini 2001; Wilson and Sani 2006-7, I, p. 170.
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This jar is from one of the finest Urbino pharmacy series of the sixteenth century. Over fifty jars are known with the same figure of a queen enthroned in a landscape, all similar in style but with more than one painter involved. Most are albarelli (of c.15 and c.21-23 cm. in height) and spouted jars of (c.22-23 cm. and c.32-35 cm)
, but one bulbous jar with no spout and two scrolling handles is recorded
. Two large vases of two-handled amphora shape, one in the V&A, the other formerly in the Spitzer collection, have, more complicated istoriato scenes, incorporating on one side the figure of the Queen with figures bringing tribute and on the other istoriato scenes; instead of pharmacy inscriptions they have cartouches with the words FATTO IN URBINO
. They probably formed the show-centrepiece of the same pharmacy. 

The painting on the jars of this series may be compared with three amphora-shaped jars marked as made in the workshop of Orazio Fontana. Two of these, with ormolu mounts, are in the Waddesdon Bequest at the British Museum
; a third, ex-Barker and Wagner collections, was sold in Florence in 2014
. These three jars are likely, though it is not certain, to date from after the separation of Orazio’s business from that of his father Guido Durantino in 1565. 
Though unrelated in iconography and differing in the range of forms and sizes, the “Queen” set can be compared in artistic quality and ambition with the monumental series of some 350 jars still in the Pharmacy at the Palazzo Apostolico, Loreto. The Loreto series is variously said to have been given to the Sanctuary at Loreto by Duke Guidubaldo II Della Rovere or by his brother Cardinal Giulio Della Rovere, but whatever the source, there is little doubt the two sets were made in one of the Fontana/Durantino family workshops around the same time.

The fleur-de-lis on the Queen’s sceptre had led me and others to hypothesize that the pharmacy set was made for a pharmacy in Florence, but no tangible evidence of this has been found. An article by me and Federico Marcucci in Faenza in 2020
 cites the Urbino scholar Antonio Rosa’s Notizie appartenenti alla vita di Orazio Fontana da Urbino, 1800: E per vero dire chi mai non riputarà inestimabili questi lavori, quando le loro pitture sono di tanta perfezione, che vengono communemente riputate opere di mano dell’incomparabile Raffaello, e come tali tenute in pregio, e mostrate in molte Gallerie, e particolarmente in Roma, ove se ne vede un intero Vasellamento nella Speziaria appellata della Regina. No independent information on this “Spezieria della Regina” in Rome has been found, despite kind help from Julia Triolo, and the matter awaits further research in Rome, but it seems at least a plausible hypothesis that the jars with a figure of a queen were part of this pharmacy and dispersed at some time after 1800.
All the larger spouted jars, like this one have inscriptions beginning A.D. (acqua di), indicating they were for liquid drugs. This one was for aqua de cocuzze, presumably a water made from pumpkins, though the preparation has not been found in the Renaissance pharmaceutical manuals I have consulted.
Promised loan (2021) to the Galleria Nazionale delle Marche, Urbino

Supplement no. 5

Bulbous storage jar with landscapes

Workshop of Maestro Domenego da Venezia, Venice, c.1560-70 and probably painted by him.

Provenance: Pandolfini, Florence, asta a tempo, 2-16 December 2020, lot 21. No earlier provenance is recorded in the Pandolfini sale catalogue.

H: 29 cm.

Condition: [to be checked]
Bibliography: R. Perale, Maioliche da farmacia nella Serenissima (Venice, 2021), p. 156, figs 147, 148.
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Large vaso a palla, painted all round with a continuous landscape. On one side a dog chases a rabbit in front of a town; on the other are slightly more palatial buildings, incorporating a curving arcade
. Around the neck is a garland of simple leaves on a white ground

The jar is similar in form and style to Golden Age no. 200. The same stylistic considerations, suggesting that Domenego himself painted the jar, apply.

Plate, a warrior with a banner

Workshop of Maestro Domenego da Venezia, Venice, c.1560-70 and probably painted by him.

Provenance: Pandolfini, Florence, asta a tempo, 2-16 December 2020, lot 17; bought after sale. No earlier provenance is recorded in the Pandolfini sale catalogue.

Diam: 24. 8 cm.
Condition: [to be checked]
Bibliography: none

[image: image20.jpg]



In the centre of the plate, in a landscape, a soldier stands holding a banner. The painting is similar to and probably by the same hand as Golden Age, no. 199.

[There may be a print source for this – to be researched if anything is to be done with this document]

Plates and bowls more or less similar to this, from the same workshop and/or by the same painter, often with only one or two figures, are especially common in the older collections in the German-speaking world based on princely Kunstkammer collections – Stuttgart, Weimar (Schlossmuseum; also Goethe’s collection), Dresden, Vienna, and above all Braunschweig. They may have been bulk-marketed by merchants based in Augsburg or Nuremberg in the sixteenth century.
� Giulia Anversa has noted resemblances in the figures of the saint and the fleeing friar to the Montefalco frescoes; the figure of the saint also has resemblances to an engraving by G.B. Palumba (Bartsch XIII, p. 249, no. 1). 


� Mallet 2003.


� This attribution was first suggested by Minghetti.


� Wilson 2004, p. 118.


� Mallet 2007, p. 38.


� The Bonham’s sale catalogue makes a comparison with a plate in the Ashmolean, which is similar in style and has the same subject and the arms of Colonna (Wilson 2017, no. 75, with a cautious attribution “Probably Urbino, c.1540-60”). However, the handwriting on the back is not the same.


� For Gironimo see Golden Age, no. 147 and references there cited. Justin Raccanello informs me that he and Camille Leprince, who have made an extensive study of Gironimo, are inclined to attribute this plate to him.


� For listings of the series, see Ravanelli Guidotti 1992, pp. 116-26; Poole 1995, pp. 396-7; Wilson 1996, pp. 295-8; Casati Migliorini 2001; Wilson and Sani 2006-7, I, p. 170. The following notes on other examples that have come to my attention since the printing of the Sprovieri catalogue in 1996 are taken from the Addenda and Corrigenda to that catalogue on my website �HYPERLINK "https://timothywilson.co.uk"��https://timothywilson.co.uk� :


Two further albarellos from the set are in the Royal Ontario Museum, Toronto, nos 973X92.10 and 11.  Two others are in the Musée du Service de Santé des Armées au Val-de-Grâce, France, catalogue (1998), no. 821. Three albarelli and two spouted jars (by at least three different painters, probably) were sold at Drouot-Richelieu, Paris, 24-25 October 1999, lots 61-63. A spouted jar different in style and apparently seventeenth-century in date was sold at Drouot-Richelieu, Paris, 22-23 October 2000, lot 135. Another spouted jar, S.D. MENTA., was sold at Sotheby’s, Milan, 19-20 December 2006, lot 395. See also Luciana Arbace, Museo della Ceramica Duca di Martina: la maiolica italiana (Naples 1996), no. 66. Two more albarelli are at Caramoor, Bedford, NY. A spouted jar for M.CITTOMORU[M] was sold at Mallam’s, Abingdon, 8 October 2018, lot 51, and another was offered (but unsold) at Bonham’s, London, 4 December 2019, lot 1. Two more spouted jars from the Duke Semans Foundation were offered at Bonham’s, London, 22 July 2020, lots 32, 33 [32being the present jar]. Two spouted jars and three albarelli were offered at Pandolfini, Florence, 17 April 2019, lots 42-44. Two spouted jars and an albarello are in the Luigi Carlon collection in his house-museum at Palazzo Maffei, Verona. The 2020 Bonham’s sale catalogue records two more spouted jars sold at Christie’s, Paris, 15 May 2003, lot 535. I am not aware of pre-1800 provenances for any of the jars of the set.


� A jar 34 cm. in height and with no spout but two scrolling handles was sold at Christie’s, London, 2 November 2016, lot 199. I think Dominic Simpson for confirming the form of this jar was not altered by restoration.


� V&A 8969-1863 (Rackham 1940, no. 836), h. 54.5 cm; Molinier 1892, no. 56, h. given as 50 cm.


� P&E, WB.61A and B; Thornton and Wilson 2009, nos 197, 198.


� Pandolfini, Florence, 28 October 2014, lot 54. There are condition issues about this jar, but it seemingly retains its value as a document.


� T. Wilson and F. Marcucci, “Alcune notizie su Orazio Fontana e altri ceramist urbinati da manoscritti conservati a Urbino e a Pesaro”, Faenza 106 (2020), no. 1, p. 28 and note 22.


� Giulia Anversa in the Pandolfini catalogue compares a similar curving structure in Canelli 1990, no. 20.





�






