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would appear to tie the painting 
to the quinquennium after 1600, 
more specifically to 1602–05. Yet 
Christiansen’s considered final counter-
position, that it dates from c.1613–15, 
is compelling for this reviewer. A 
combination of documentation and 
stylistic analysis point in that direction. 
This was the time immediately after 
the trial of Agostino Tassi for the rape 
of Orazio’s daughter Artemisia, when 
Orazio moved into the Roman palace 
of the Savelli family and also started 
working on oil paintings and frescos  
for churches in the Marchigian town  
of Fabriano.  

Orazio painted six other known 
paintings of St Francis. Two of them 
(Museo Nacional del Prado, Madrid; 
no.2; and Palazzo Barberini; no.3) were 
in the exhibition, none with definitive 
dates. This one, which would make 
a seventh, has an inscription on the 
back suggesting that it was in the 
collection of the Savelli, who owned at 
least twelve paintings by Orazio. One, 
a St Francis, was in Virginia Savelli’s 
bedroom in their palace in Ariccia 
in 1631, as Christiansen discusses in 
the catalogue. The issue here would 
seem to be whether it was acquired 
earlier, or was done during the years 
of Orazio’s residency. Three features 
mentioned by Christiansen favour 
the latter: the diaphanous, mystical 
lighting and transparency of the 
shadows, which is quite different from 
the bold Caravaggesque contrasts of 
light and shade in an earlier Ecstasy 
of St Francis (Fig.2); the simple and 
unrhetorical naturalism, rooted in a 
life study, which brings an introverted, 
private dimension to the mystical 
apprehension; and its closeness in 
mood and morphology to the cupola 
fresco of the Crowning with thorns 
that Orazio painted for the cathedral 
of S. Venanzio, Fabriano, c.1613–15. 
Unfortunately, the illustration of this 
fresco in the catalogue (cat. fig.11) is 
not sufficiently sharp and detailed 
to show the introspective quality of 
Christ’s face and underline its strong 
morphological equivalence with that of 
the new St Francis. 

One could possibly develop the 
case further. The colour of St Francis’s 
habit, tinged with gold-yellow, is 
different from most of Orazio’s other 

images of St Francis and quite close 
to that in Caravaggio’s Ecstasy of St 
Francis (c.1595–96) in the Wadsworth 
Atheneum Museum of Art, Hartford, 
on display in the National Gallery 
exhibition, and nearer in its warm 
tonality to the Fabriano frescos. The 
comparability of the drapery folds 
with a Virgin and Christ Child by Orazio 
(private collection), noted by Porzio, 
may well be pivotal. Porzio dates that 
painting to c.1607–10, which seems 
reasonable on stylistic grounds. But 
could it be even later? The Savelli 
owned a painting of this subject of 
similar dimensions, which is known to 
have depicted the Christ Child ‘on a 
cushion’ (p.74), as here.

Apart from analysing Orazio’s 
remarkably introverted and intense 
religious painting, which it is to be 
hoped might find a new home in 
Palazzo Barberini, the catalogue takes 
the opportunity of advertising and 
exploring a number of related topics. 
Inter alia, Primarosa proposes several 
interesting new attributions of portraits 
and religious single figures to Orazio; 
Ilaria Sgarbozza publishes the results of 
a recent restoration of the early frescos 
that Orazio executed in 1599, alongside 
ones by Cesare Nebbia, for the cupola 

of S. Maria ai Monti, Rome, which 
demonstrate that his increasingly 
naturalistic facial types, drapery folds 
and colour choices early on set the 
blueprint for his mature works; and 
an essay by Alessandro Zuccari, ‘The 
rustic poetry of Capuchin art’, includes 
a striking, upward-gazing painted head 
of St Francis of c.1580 by Girolamo 
Muziano (Pinacoteca Ambrosiana, 
Milan), which in some respects 
prefigures that of St Francis in the 
newly identified Orazio canvas.

1 G. Finaldi and J. Joustra: exh. cat.  
Saint Francis of Assisi, London  
(National Gallery) 2023.
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by bram de klerck 

The earliest commentators on 
paintings by Hieronymus Bosch 
(c.1450–1516) were not Dutch but 
Italian and Spanish. Already in the 
sixteenth century, works by him were 
in the collections of, among others, 
Cardinal Domenico Grimani in Venice 
and Philip II in Madrid. Marcantonio 
Michiel, writing in 1521, and Felipe 
de Guevara, in c.1560, identified 
Bosch’s paintings – on account of 
their often-disorderly compositions, 
fantastic detail and uncanny visual 
effects – as depictions of hell, fire, 
fantasy and dreams. This aspect of 
Bosch’s reception was the starting 
point for a successful exhibition at 
Palazzo Reale, Milan (9th October 
2022–12th March 2023), which was 
accompanied by a catalogue edited 
by the three guest curators: Bernard 
Aikema, Professor Emeritus of 
Art History at Verona University, 
Fernando Checa Cremades, a former 
director of the Museo Nacional del 

Opposite
1. Ecstasy of 
St Francis, 
by Orazio 
Gentileschi. 
c.1613–15(?). Oil 
on canvas, 98 by 
73 cm. (Private 
collection).

2. Ecstasy of 
St Francis, 
by Orazio 
Gentileschi. 
c.1601–05. Oil on 
canvas, 103 by 
76.5 cm. (Private 
collection).
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Prado, Madrid, and Claudio Salsi, the 
Director of the Castello Sforzesco, 
Milan. The catalogue’s title Bosch e un 
altro Rinascimento (Bosch and another 
Renaissance) is only slightly different 
from that of a book that coincided 
with the exhibition, Bosch e l’altro 
Rinascimento (Bosch and the other 
Renaissance), edited by Aikema and 
Checa Cremades.

The exhibition in Milan was 
one of two major shows centred on 
Bosch that opened in 2022. Between 
Hell and Paradise at the Museum of 
Fine Arts, Budapest (9th April–17th 
July), presented ten paintings and 
four drawings by Bosch, together with 
some seventy works by Netherlandish 
and German forerunners and 
contemporaries.1 Its aim was to 
clarify the context of the formal 
and iconographic elements of his 
work. Milan included a smaller but 
still respectable number of four 
paintings by Bosch: the Temptations 
of St Anthony (c.1500; Museu Nacional 
de Arte Antiga, Lisbon; cat. no.1), the 
Hermit saints (c.1495–1505; Gallerie 
dell’Accademia, Venice; no.2), the 
Meditations of St John the Baptist (c.1495; 
Museo Lázaro Galdiano, Madrid; 
no.3) and the Last Judgment (c.1500; 
Groeningemuseum, Bruges; no.34), 
but the objective of that exhibition 
was entirely different, as it focused 
on themes and motifs in the work 
of Bosch and his contemporaries, 

followers and copyists as it was received 
in various places in sixteenth- and 
seventeenth-century Europe.

The catalogue analyses specific 
aspects of Boschian imagery, such as 
fantasy, vision, magic and witchcraft, 
religious rapture and apocalyptic 
visions, and examines their parallels 
with and influence on works by 
not only Dutch and German but 
also Italian and Spanish artists. 
This approach is both restrictive 
and broad. Bosch and his works are 
often mentioned as specific points of 
reference for other artists and, at the 
same time, it is stressed that the artist 
was a ‘“catalyst” of a much broader, 
other Renaissance’ (p.20). Such terms 
as ‘alternative Renaissance or, indeed  
[. . .] “Renaissances”, in the plural’ 
(p.17) are preferred to antirinascimento, 
coined in 1962 by the art historian 
Eugenio Battisti to describe an 
anti-Classical tendency in sixteenth-
century Italian art and culture.2 Here, 
the idea is that Northern artists – not 
just Bosch – incited an alternative 
Renaissance that defied the notion 
of a harmonious, classicising, Italian 
Renaissance style as promoted by Leon 
Battista Alberti. For example, included 
in the exhibition was a Temptation of 
St Anthony by the Venetian painter 
Bernardo Parentino (c.1480–90; 
Galleria Doria Pamphilj, Rome; no.44). 
A theme popular in northern Europe, 
the Temptation of St Anthony was 

rarely depicted in Italy. The catalogue 
entry links the terrifying monsters in 
the painting not so much to Bosch but 
to engravings by Martin Schongauer 
and Lucas Cranach. The idea of other 
Renaissances has also prompted the 
inclusion in the exhibition of works 
from other parts of Europe, such as 
reliefs on gilded wooden pilasters from 
a retable made for S. Benito el Real, 
Valladolid, by the Spanish sculptor 
Alonso Berruguete (1526–32; Museo 
Nacional de Escultura, Valladolid; 
no.9). The catalogue entry notes that 
these carvings are inspired by fifteenth-
century Roman grottesche but also 
characterises them – cautiously – as ‘an 
echo of the diableries “à la Bosch”’ (p.42). 

Unfortunately, what is perhaps 
the most markedly Boschian Italian 
painting, Girolamo Savoldo’s Torment of 
St Anthony (c.1515–20; Timken Museum 
of Art, San Diego), with monstrous 
creatures in the foreground and a 
hellish fire in the back, was absent. 
Other works, however, illustrate the 
concept of another Renaissance well, for 
example a hitherto unpublished canvas 
from the school of Battista Dossi (no.25; 
Fig.3), depicting a nocturne with a 
sleeping (and possibly dreaming) figure, 
surrounded by grotesque creatures and 
with a burning city on the horizon, and 
three small, possibly Paduan, bronzes 
of sea monsters (no.23; Fig.4). Various 
works of art with strange or outright 
bizarre iconographies convincingly 
testify to the interest prevalent all over 
Europe and especially in court circles in 
such images. Especially in the southern 
European context, these works can 
justifiably be classified as belonging to 
an alternative Renaissance. 

Interestingly, contemporaries of 
Bosch do not seem to have drawn a 
clear distinction between the various 
Renaissances. For instance, in 1586 the 
Spanish historian Ambrosio de Morales 
compared Bosch’s Haywain triptych 
(1500–1516; Prado), then in the collection 
of Philip II, with a painting described in 
the Tabula Cebetis, a text from the first 
century. Moreover, Philip II displayed 
his Bosch paintings alongside works 
by Titian and also possessed a series 
of Brussels tapestries, in which copies 
after Bosch appear behind Classical 
architectural screens of distinctly 
Italianate form (nos.59–62; Fig.5). 

3. The dream, 
by the school of 
Battista Dossi. 
c.1580. Oil on 
canvas, 89 by 
144 cm. (Private 
collection).
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It is surprising, then, that the 
second book under review, at least in 
its title, reverts to the de�nite article: 
the other Renaissance. Admittedly, 
the question of the exact de�nition 
of the alternatives to the classicising, 
humanist Renaissance is not at stake 
here. This voluminous and richly 
illustrated volume contains eighteen 
essays, four of which are by the editors, 
Aikema and Checa Cremades, and 
concentrates on the reception and 
dissemination of Bosch’s work and 
Boschian imagery in Italy (Aikema and 
Giulia Zanon), Spain (Concha Herrero 
Carretero and Checa Cremades) 
and as far away as Peru (Daan van 
Heesch). In his essay ‘Bruegel, the 
“new Bosch”’, Bertram Kaschek 
examines the in�uence of Bosch in 
his native southern Netherlands, 
especially on Pieter Bruegel (c.1525–69). 
In particular, he examines Lucas de 
Heere’s juxtaposition of Bruegel’s work 
with the more Classical style of the 
Antwerp painter Frans Floris (1517–70) 
in a treatise of 1565. Juliette Ferdinand 
discusses a tapestry by Antoine Caron 
(c.1575; Gallerie degli U�zi, Florence)
once in the possession of Francis I, 

depicting a war elephant designed 
by Bosch, and Thomas Dalla Costa 
endeavours to �nd an explication for 
the apparent interest that Savoldo and 
his northern Italian patrons had in 
Bosch’s eclectic style, hypothesising an 
otherwise undocumented, heterodox 
religious inclination inspired by the 
Devotio Moderna in northern Europe. 
Speci�c aspects of sixteenth-century 
paintings are analysed, such as the 
dream motif (Ralph Dekoninck 
and David Zagoury) and scienti�c 

naturalism (Florike Egmond) as well 
as individual works, such as Bosch’s 
Temptation of St Anthony (c.1501) in 
the Museu Nacional de Arte Antiga 
(Joaquim Oliveira Caetano) and 
Giorgio Ghisi’s engraving Dream of 
Raphael, also known as the Allegory of 
life (Claudio Salsi).

This varied collection of studies 
clari�es that the concept of another 
Renaissance was most conspicuously 
evident in the context of the early 
modern courts related to the Habsburg 

4. Inkwell in the 
form of a sea 
monster, by Severo 
da Ravenna. c.1525–
50. Bronze, 15.5 by 
22 cm. (Pinacoteca 
Tosio Martinengo, 
Brescia). 

5. Garden of 
earthly delights, 
by the Brussels 
Manufactory after 
Hieronymus Bosch. 
c.1550–70. Silk 
and wool with 
gold and silver 
thread, 292 by 
492 cm. (Palazzo 
Reale, Madrid).

EXHIBITIONS_NOV23.indd   1237EXHIBITIONS_NOV23.indd   1237 19/10/2023   07:5219/10/2023   07:52



Exhibition catalogues

the burlington magazine | 165 | november 20231238

family, in Spain, Central Europe and 
the Netherlands. For instance, Noelia 
García Pérez discusses the collection 
of Mencía de Mendoza, a Spanish 
princess who may have inherited 
paintings by Bosch from her husband, 
Henry III, Count of Nassau-Breda. 
Checa Cremades studies the part Philip 
II played in a European ‘Habsburg 
Renaissance’, in which Bosch’s 
paintings, alongside works from 
both northern and southern Europe, 
were part of a collection of meraviglia 
intended to offer an understanding of 
the expanding world, seen from the 
European colonial point of view. An 
essay by Paula Findlen summarises the 
theme of Bosch and the (or another) 
Renaissance. She analyses Bosch’s 
imagery in relation to the sixteenth-
century Wunderkammer, with its 
interest in works of art and craft, and 
both man-made and natural curiosities 
from home and, sometimes, abroad. 
Both publications are available in 
Italian only. Given the importance 
of the theme in a European context, 
editions in one or more other languages 
would have been appropriate. After  
all, the books offer a wealth of  
material concerning the ‘Boschian’ 
Renaissance and its impact all over 
Europe and thus, they contribute 
greatly to the study of the concept  
of alternative Renaissances.

1 B. Tóth and Á. Varga, eds: exh. cat.  
Between Hell and Paradise: The Enigmatic 
World of Hieronymus Bosch, Budapest 
(Museum of Fine Arts) 2022.
2 E. Battisti: L’Antirinascimento, Milan 
1962. For the notion of several Renaissances 
existing alongside each other, see B. Aikema: 
I rinascimenti in Europa 1480–1620: Arte, 
geografia e potere, Milan 2021.
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by lucia tantardini 
 
Quinten Massys’s painting An old 
woman is popularly known as The 
ugly duchess (Fig.6) as a result of John 
Tenniel’s illustration of the Duchess 

in Lewis Carroll’s Alice’s Adventures 
in Wonderland (1865) – Tenniel had 
indeed used a copy of An old woman as 
a model. The painting was the focus 
of a small exhibition at the National 
Gallery, London (16th March–11th 
June), curated by Emma Capron. The 
aim was to reunite the painting with its 
presumed pendant, Massys’s An old man 
(c.1513; private collection) and reopen 
the debate about The ugly duchess within 

the wider context of the genre of 
the facial grotesque in the European 
Renaissance.1 A well illustrated 
catalogue, which includes four essays, 
accompanied the exhibition.

Capron’s introductory essay, 
‘Quinten Massys and the art of satire’, 
provides a detailed analysis of The ugly 
duchess and its male counterpart, two 
pictures first identified as pendants by 
Luis Reis-Santos in 1954. The author 

6. An old 
woman (‘The 
ugly duchess’), 
by Quinten 
Massys. c.1513. 
Oil on panel, 
62.4 by 45.5 cm. 
(National Gallery, 
London).
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