
LA STORIA DELL’ARTE AI TEMPI DEL TERREMOTO (MARCHE 2016-2017) 

History of Art at the time of the Earthquake (Marche 2016-2017) 

Giuseppe Capriotti, Rossana Vitiello 

 

A year later after the earthquake that struck central Italy, between 2016 and 2017, this essay proposes 

an analysis and a reflection on what actions have been taken and what actions have still to be taken 

following a cataclysm that has destroyed or seriously damaged the cultural heritage of a very large 

geographical area. On the one hand, the authorities in charge of the preservation of the cultural 

heritage started immediately to recover the works of art from the churches and the museums damaged 

by the earthquake; on the other hand, some doubts still remain regarding their salvage and their 

preservation. Moreover, editorial initiatives and exhibitions have taken place rather quickly in order 

to raise funds for the restoration of damaged works. So far, the main dramatic problem is related to 

the security and to the protection of the in situ heritage, mainly frescoes, which have been exposed to 

bad weather for too long. The ephemeral initiatives (temporary exhibitions), which have served to 

increase public knowledge of the damaged heritage and have contributed in some cases to the 

collection of economic resources for future restorations. In addition a museum located in the area of 

the earthquake has already reopened its doors showing not only the historical value of the works 

exhibited, but also the tragedy sustained by the place of origin of the works 

housed in the museum.  

  



«FAR CHE TUTTO FINTO SIA VERO E PAIA VERO». A PROPOSITO DI COPIE, FALSI E APPROPRIAZIONI 

NELL’ARTE CONTEMPORANEA 

«Far che il tutto finto sia vero e paia vero». About copies, false and appropriations in Contemporary 

art 

Laura Lombardi 

 

 

The essay focuses on the different contemporary expressions which question the identity of the work 

of art and also of its surroundings, the museum or the gallery, in the ambiguity between true and false, 

original and copy or reproduction and between artistic production and useful object. This 

phenomenon has its origins in antiquity but today it is articulated in a more complex manner, due to 

the abolition of the hierarchy between mere objects and works of art, an idea already expressed in the 

writings of Arthur Rimbaud, but also in objet trouvé by Duchamp, whose Mona Lisa also represents 

the origins of the present day appropriationism. Bringing into the discussion Orhan Pamuk’s The 

Museum of Innocence, with its complex relationship between the art of the novel and the reality 

brought out by the novel-museum-catalogue mechanism, the spotlight shifts to the concept of “aura” 

as intended by Walter Benjamin, with an extension and reversal of the original version, aura today 

being no longer lost, but expanded in that the work is the product of falsification and multiplication 

of the original. After an analysis of works from Andy Warhol to Elaine Sturtevant, from Sherrie 

Levine to Louise Lawler, from Richard Prince to Douglas Gordon and others, we arrive at the colossal 

project Treasures from the wreck of the unbelievable by Damien Hirst (Venice, 2017), maximum 

exasperation of the category of true and false, copy and fake, authorship and originality. In fact, art, 

as Gianlorenzo Bernini explained to Paul Fréart de Chantelou «sta nel far che il tutto finto sia vero, e 

paia vero» («lies in making everything false true and seeming true»). 

 

  



VENEZIA 1800: TRADURRE DÜRER. IL CARTEGGIO VON MURR-MORELLI-DE LAZARA 

Venice 1800: translating Dürer. The Von Murr-Morelli-de Lazara correspondence 

Giovanni Maria Fara 

 

The article proposes a reconsideration of the intense critical debate that took place in Venice around 

1800 on Albrecht Dürer’s Italian journey. The point of departure of the investigation is a letter. 

Hitherto unknown, it is addressed by Christoph Gottlieb von Murr to Jacopo Morelli and dated 

September 1800. A few years later, Giovanni de Lazara sent Morelli the first draft of the Italian 

translation of Dürer’s letters from Venice to his friend and patron Willibald Pirckheimer, who was 

expecting him in Nuremberg. This documentation, which is preserved in the Biblioteca Nazionale 

Marciana, is published here for the first time, with a philological comment. 

 

 

  



«DA CIMABUE INSINO A OGGI». VASARI E LA TRADIZIONE FIORENTINA, INTORNO ALL’ANNO 1240 

Vasari and the Florentine tradition, around 1240 (with a note concerning the ms. Magliabechiano 

XVII, 17) 

Alessio Monciatti 

 

 

Vasari indicates 1240 as the year of birth of Cimabue, who together with Giotto is considered to have 

revived art. This date coincides with the “mythical” 1239, the year of the foundation of the ancient 

Compagnia di San Luca, as reported in the Chapters and the Orders of the Academy of Design which 

was founded in 1563. Starting from this apparent coincidence, the study analyzes the earliest sources 

of the Florentine tradition. Documents such as the Libro vecchio della Compagnia di San Luca give 

us insight into how the historian from Arezzo collected news and how he used the lists of artists and 

the at times incorrect dates that were contained in these sources. Understanding how these “historical 

mistakes” are formed and transmitted, we can explain the ways andcircumstances that determined the 

chronological reference for the revival of art. The ms. magliabechiano XVII 17 in the Biblioteca 

Nazionale Centrale in Florence (“Anonymous Magliabechiano”, or better “Gaddiano”) is one of the 

most important sources used by Vasari and collects materials and news of different origins. The aim 

of this paper is to focus on the f 121r, which has been long ignored and still not fully understood: the 

textual references to Giotto and the drawings that recall compositions by Agnolo Gaddi make it an 

emblematic case of the Florentine artistic tradition regarding the earliest centuries. 

  



UNA PROPOSTA DI IDENTIFICAZIONE PER IL RITRATTO DI GIOVANE CON LIBRO DI AGNOLO BRONZINO: 

BENEDETTO BUSINI 

Benedetto Busini as suggested sitter for the Portrait of a Young Man with a Book by Agnolo Bronzino 

Eliana Carrara 

 

 

Eliana Carrara’s essay proposes a new identification for the sitter portrayed by Agnolo Bronzino in 

his Portrait of a Young Man with a Book (New York, Metropolitan Museum of Art), by identifying 

him as a youthful portrait of Benedetto Busini, destined to become the Provveditore of the Opera del 

Duomo in Florence in the Seventies and Eighties of the Sixteenth Century. Thanks to the accurate 

archival documentation collected by Veronica Vestri, the essay also demonstrates the identicalness 

between the figure of the future administrator of the Medicean Florence and the young Florentine 

man working in the bank of Strozzi in Rome and well accepted into the literary circles of Rome, 

where he was in contact with men of letters such as Molza and Claudio Tolomei. 

  



«NON FATE ENIGMI O POESIE STORPIATE»: ALCUNE OSSERVAZIONI DI ANTONFRANCESCO GRAZZINI SUL 

PARLAR FIORENTINO 

«Non fate enigmi o poesie storpiate»: some observations by Antonfrancesco Grazzini on «parlar 

fiorentino» 

Silvia Vantaggiato 

 

 

 

The Florentine writer Antonfrancesco Grazzini, also called “Il Lasca”, took part in the debate on the 

nobility of arts and literature in the 16th century. He wrote mock-epics and edited Burchiello and 

Francesco Berni’s works. Lasca was perfectly integrated into the Florentine tradition and Medicean 

culture. The aim of this research is to examine Grazzini’s collection of short stories Le cene and his 

poems, identifying Grazzini’s contribution to sixteenth-century art criticism. Le cene was influenced 

by Giovanni Boccaccio’s Decameron. Among the creators of farces we also find artists such as the 

sculptor Niccolò Tribolo, the goldsmith Piloto, and especially Giovan Battista del Tasso, also called 

“Tasso Legnaiolo”, who represent the Florentine artistic supremacy and conform the artistic language 

to the mise en scène. Lasca has a strong interest in visual arts and discusses artistic issues inspired by 

contemporary linguistic debates. Using the topical definition “parlar fiorentino”, Lasca sets out the 

terms of his critical analysis and suggests his artistic preferences, which include Michelangelo, 

Leonardo da Vinci, Pontormo and Bronzino as models. In particular, Bronzino, poet and painter, 

typifies the linguistic requirements of “naturalità” and “fiorentinità” which were theorised by 

Benedetto Varchi. 

 

  



GIOVANNI ANDREA GILIO E IL DIALOGO DE GLI ERRORI ET ABUSI DE’ PITTORI TRA LICENZA 

E SPREZZATURA 

Giovanni Andrea Gilio and the Dialogo de gli errori et abusi de’ pittori between “licenza” 

and “sprezzatura” 

Sonia Maffei 

 

 

 

This essay examines Giovanni Andrea Gilio’s work Due dialogi (Camerino, per Antonio Gioioso, 

1564), paying special attention to the second part (Dialogo de gli errori et abusi de’ pittori). The aim 

of the research is to seek the unity of the treatise, which until now has not been studied in depth. The 

diptych structure of the text proposes two intimately connected parts (the first concerns a portrait of 

the perfect courtier, the second one of the painter). For Gilio the new social role of the courtier 

involves the denial of the “sprezzatura”, the very essence of Italian fifteenth century civilization, 

while the new role of the artist involves the denial of the artistic “licenza”. Gilio was highly critical 

of painters who pursue artistic goals to the detriment of religious meaning, but his emphasis on the 

Gregorian dictum of images as “bible of the unlettered” reveals that he was aware of the importance 

of art as a tool for universal communication. 

 

  



UNA PAGINA DI ANTONIO LUPIS DEL 1687 PER LA FORTUNA DI LUCA GIORDANO IN VENETO: L’ELOGIO 

DEL PASSAGGIO DEL MAR ROSSO DI BERGAMO 

A page by Antonio Lupis (1687) for the fortune of Luca Giordano in Veneto: the eulogy of the 

Passaggio del Mar Rosso in Bergamo 

Paolo Pastres 

 

The relationships between Luca Giordano and Venice have been at the center of numerous studies. 

Not only does the work of the Neapolitan painter contain reflections of the great Venetian art of the 

previous century but his works influenced contemporary lagoon artists. Moreover, there are traces of 

such links in the artistic literature of the time, especially in Marco Boschini and later in Bernardo De 

Dominici. In addition to the opinions of these authors, this study adds a little-known page taken from 

a text by the writer, Antonio Lupis, who was active in Venice and Bergamo. This text was included 

in his book La segretaria morale, published in 1687, where the Passaggio del Mar Rosso (1681) by 

Giordano in Santa Maria Maggiore in Bergamo is praised. The painting is described in suggestive 

terms with ample references to the artistic world, but above all the interest of the piece resides in the 

definition of Giordano as «Il primo Pennello del Secolo, e ’l secondo Paulo Veronese della Città di 

Napoli». In fact, similar words indicate in extremely eloquent terms how the Neapolitan painter, at 

the height of his fortune, was regarded by his contemporaries, who considered him to be the 

continuator of the Venetian tradition of the Sixteenth century. This study, which examines in detail 

the text of Lupis, enriches, with an interesting contribution, the knowledge of Giordano’s critical 

fortune.  

 

  



CARLO BIANCONI: OPERE, STUDI E RELAZIONI NELL’ITALIA DEI LUMI. PER UNA BIOGRAFIA RAGIONATA 

ALLA LUCE DI NUOVI DOCUMENTI 

Carlo Bianconi: works, studies and relationships within the Italian Enlightenment. For a reasoned 

biography on new documents 

Laura Binda 

 

 

The recent discovery of unpublished documents allows the hitherto largely unstudied biography of 

Carlo Bianconi (Bologna 1732-Milan 1802), to be significantly integrated. These documents, which 

consist mainly of letters and manuscripts bearing Bianconi’s signature, further clarify his identity as 

artist, connoisseur, professor, art writer and art collector, and they shed new light on how, throughout 

his life, he gradually moved closer to classical culture. Moving from Bologna, where he received his 

early education in humanities from his uncle Giovanni Battista Bianconi, to Rome, a fundamental 

place for understanding the world of antiquity, and then to Milan at the height of the neoclassical 

period, he was able to establish relationships with intellectuals (letters disclosed his many 

correspondents) and some of the finest scholars and theorists of classical culture of the Eighteenth 

century, such as Francesco Algarotti, Johann Joachim Winckelmann  

and Anton Raphael Mengs. 

 

  



LE ARTI DECORATIVE DELLA SICILIA OCCIDENTALE NEI DIARI DEI VIAGGIATORI INGLESI TRA XVIII E XIX 

SECOLO 

The decorative arts of western Sicily in the journals of English travelers between XVIII and XIX 

century 

Sergio Intorre 

 

 

The essay examines the main citations of decorative works of art found in the journals of British 

travelers of the Grand Tour between XVIII and XIX century. In the context of these works, the 

attention devoted to the decorative arts is much less than that devoted to archeology, painting or 

sculpture, both because the culture of the time did not consider them yet at the level of the so-called 

major arts, and because the authors often have little competence in the field of the artistic context. 

The antiquarian authors of travel reports, then, are clearly more interested in classical art than in that 

of later or contemporary times. Therefore the citations of the works of decorative art in the diaries of 

the Grand Tour are few in number and the collection of the main ones is the result of a targeted 

research within a vast literature, which is often attentive to aspects that have very little to do with 

these particular typologies. It is precisely the literary dimension that makes the diaries so fascinating, 

together with their intrinsic, undeniable historical value. The prose of the travelers, their style, which 

is influenced from time to time by their education, their profession and their cultural heritage, offers 

the reader a narrative space in which uses, customs, works of art, monuments, the entire social and 

cultural panorama of the period coexist. The end result is a series of descriptions sometimes synthetic 

and stringent, sometimes vivid and even lyrical, but full of suggestiveness and poetry. 

 

  



GENUA PICTA ATTRAVERSO L’OCCHIO (E I TACCUINI) DI UNO SCULTORE: SANTO VARNI CONOSCITORE 

‘Genua picta’ through the eyes and notebooks of a sculptor: Santo Varni as a connoisseur  

Raffaella Fontanarossa 

 

 

Santo Varni (1807-1885) is primarily known as a sculptor and collector. He is not usually considered 

an expert in antiques or as a ‘connoisseur’. His collection of unpublished papers, manuscripts and 

autobiographical documents, shows a significant and previously unknown aspect of his work. 

Looking at his notes, we can now piece together the pictorial cycles and periods of the Genoese 

‘renaissance’, depicted on the painted facades of buildings, of which there are no other surviving 

traces today. Varni’s method consisted of copying the images, designs or drawings he found on walls, 

while he was surveying the city, and of making notes of the styles or technical characteristics he saw. 

Varni was erudite, and his main objective was to keep records of the ‘disappearing’ paintings which, 

for health reasons, were gradually being painted over with lime paste, to protect people from the 

Plague which was spreading through the city at that time. Varni wanted these antique wall designs to 

be studied and remembered so he put them in a book, which was never published. 

 

  



CORPORATIVISMO, «GENIALITÀ», NAZIONE. GIUSEPPE BOTTAI E LE POLITICHE DELL’ARTE 

Corporativism, “genius”, nation. Giuseppe Bottai and the politics of art 

Michele Dantini 

 

 

 

 

Art history usually takes artworks or artists as its specific “object”. More rarely it deals with 

collections or collectors. But what happens if the artwork is (or is believed or is stated to be) State 

itself? Generally knowledge of or competence in art history seem to be unequal to the task. Many 

technical studies have been dedicated to fascist corporativism: wether socio-political, economical or 

juridical. However, we know, as some corporativists frankly admitted, fascist corporativism was more 

a «lyrical» imagination at its beginnings than a solid theory concerning production or classes or class 

relationships. It has more to do with Italian artistic or literary history than with economy itself. A 

pupil of Roberto Longhi at Liceo Tasso in Rome immediately before the First World War, then deputy 

Minister of Corporations from 1926 to 1929 and Minister of Corporations from 1929 to 1932, 

Giuseppe Bottai built his political career on corporativism before becoming Secretary of State for 

Education between 1936 and 1943. This essay investigates the origins of Bottai’s corporativism and 

tries to provide a bridge between different fields of interest/activity: art history, theory of State, 

contemporary art/heritage politics. First World War experiences such as “ardito”, postwar 

involvement in “arditismo civile”, Fiume corporativism of Gabriele D’Annunzio and Alceste De 

Ambris and political futurism (1920-1920) come to the foreground as primary sources for Bottai’s 

cultural/economical agenda, aimed at radically transforming and even redeeming, from Bottai’s point 

of view, Italy’s most recent history and a few rejected “national characters”. 

  



 

 

LE ILLUSTRAZIONI DE “L’APE ITALIANA DELLE BELLE ARTI” (ROMA 1835-1840) 

The illustrations of “L’Ape italiana delle Belle Arti” (Rome 1835-1840) 

Ilaria Miarelli Mariani 

 

 

The article traces the events of the art journal “L’Ape italiana delle Belle Arti” published in Rome by 

the publisher Gentilucci from 1835 to 1840. Directed by Giuseppe Melchiorri, the “Ape” intended to 

be above all an illustrated catalogue of paintings, sculptures and architectural works, both ancient and 

contemporary. In the article are particularly analysed the beautiful engravings of the periodical and 

the inedit preparatory drawings, now in the Biblioteca Apostolica Vaticana. I think I would say: We 

analyse in depth the beautiful engravings included in the periodical, particularly in view of the 

discovery of the preparatory drawings. 

 

 

  



LA RIVISTA “AUGUSTA PERUSIA” (1906-1908) E LA RIVENDICAZIONE DELL’IDENTITÀ REGIONALE 

DELL’ARTE UMBRA 

The journal “Augusta Perusia” (1906-1908) and the reclaiming of regional identity of Umbrian art 

Cristina Galassi 

 

The essay analyzes the important role played, among Italian art history magazines of the early 

twentieth century, by “Augusta Perusia”, founded by Ciro Trabalza and published for three years, 

from 1906 to 1908. It was also the official organ of the Exhibition of Ancient Umbrian Art, held in 

the Palazzo dei Priori in Perugia in 1907. The magazine contributed decisively to claiming the 

existence of the regional identity of Umbrian art, differentiating it from that of le Marche and of 

Tuscany, in the twofold sense of Sienese and Florentine. This contribution underlines debts towards 

other magazines, in particular to “Napoli nobilissima” and Italian and foreign correspondents and 

collaborators. It also analyzes the methodology used and the structure formed by columns, giving 

ample space to the monographic essays dedicated to Umbrian art between the Middle Ages and the 

Renaissance. This was the period studied by most correspondents in essays proposing reconstructions 

or publication of unpublished works that are still very relevant today. The column of “Cronache 

dell’esposizione” provided an interesting source of information on the museology of the time. Other 

sections taken into consideration are the “Note e notizie”, which gave information about the activities 

carried out in the field of the protection of the artistic and naturalistic heritage of the region, firmly 

denouncing the state of negligence of many Umbrian monuments and “Schede e appunti 

bibliografici”, an information section concerning on Italian and foreign studies on history, literature, 

ethnography and Umbrian art. 

 

 

UNE SEMAINE D’AMATEURS. ARTI IN MOSTRA TRA PUBBLICO E PRIVATO NELLA PARIGI DI METÀ 

OTTOCENTO 

Une semaine d’amateurs. Artworks on private and public display in Paris in the mid-XIX Century 

Paola Cordera 

 

On the basis of archival evidence, this paper will focus on the market for the decorative arts, its 

collecting practices and the role played by artworks and artefacts in shaping canons of taste and value. 

Over the last decades of the 19th century, a group of Parisian collectors regularly gave friends and 

colleagues weekly access to their mansions. The successful careers of collectors depended upon vast 

and intricate social and professional networks including connoisseurs, museum curators, art critics, 

dealers, mediators, advisors and craftsmen, all of whom were involved in the same social, cultural 

and professional arena. The “semaine d’amateurs” was an occasion for them to enjoy some of the 

most important recent acquisitions on display. The collectors’ evocative homes exerted considerable 

influence in the field of collecting as they were widely promoted on the pages of the art journals, in 

the art books and during temporary exhibitions. Their narratives disclosed shared practices and rites 

and provided an immersive experience in history to selected guests. Abandoned in European 

mansions at the turn of the century, collectors’ display strategies were widely employed in exhibitions 

and museums in Europe and in the United States in the late 19th and early 20th centuries. 

 

  



 

TRA STORIA DELL’ARTE E ANTROPOLOGIA DELLE IMMAGINI. HANS BELTING, INTERPRETE DELLA GLOBAL 

ART HISTORY 

Between art history and anthropology of images. Hans Belting, interpreter of Global Art History 

Maria Giovanna Mancini 

 

From the end of the 1980s the innovations of Cultural Studies and the more recent positions of Visual 

Studies have been the object of a broad international debate. Having to deal with the postcolonial 

question in a renewed global dimension, art history has been affected by the methodological crisis 

which had already involved other historical disciplines. Is therefore turned to several disciplines, 

among which anthropology, in order to update its own methods. Hans Belting took effective part in 

this debate without ever abandoning his studies in the field of medieval art, but moving closer to 

different histories and cultural areas. In this way he developed his Global Art History, research which 

extended from the study of art to that of its audience. Thematizing the historicity of the concept of art 

and the universalizing demand for a historicist approach, he consciously opened the geographical and 

cultural confines of his investigation. In the study of the image, Belting identified one of the 

cornerstones of his proposal and formulated the hypothesis of new narratives, free from the colonial 

gaze, necessary for the constitution of a Global Art History. 

  



 

MUSEI ATTRAVERSO LA GUERRA. ALCUNE RIFLESSIONI SUGLI INTERVENTI NEI MUSEI D’AMBIENTAZIONE 

NAPOLETANI 

Museums through the war years. A few reflections on interventions on Neapolitan House Museums 

Nadia Barrella 

 

This essay is a reflection on the 1948 book “Musei ed opere d’arte attraverso la Guerra” by Bruno 

Molajoli, one of the leading names in the protection and restitution of Italian cultural heritage after 

the German and Allied occupation. After the war, all the Neapolitan collections needed 

reorganization. Often, the original layout of many ancient buildings was scarcely compatible with the 

new requirements of conservation, illumination and perceptive and emotional involvement. 

Analysing the new layouts of the Museum of ceramics Duca di Martina, the National Museum of San 

Martino and Filangieri Museum, we will try to assess how far Molajoli’s reorganization reached in 

interpreting the contemporary debate and how – in applying in the above mentioned museums the 

“modern” criteria established by the Madrid Conference (1934) – it has marked both the life of these 

institutions and their role in the Neapolitan exhibition system. 

  


