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THOUGH WORKS OF ART are seldom
signed or documented, it is desirable
for many reasons to know by whom
thev were made or to which school
they belong. The connoisseur seeks to
give such anonymous productions their
place in the history of art by trying to
establish their authorship on the basis
of comparison with known works.
Aside from attribution, the connois-
seur is also concerned with the related
question of authenticity, whether a
work is original or a copy. By attribut-
ing or authenticating a work of art, the
scholar gains an intimate understand-
ing of it, one that he might not other-
wise obtain. Still, attribution and
authentication are not the whole of
connoisseurship, which means to eval-
uate, and not merely to classify.
Having satisfactorily “placed” a work
of art, the connoisseur may go on to
assess its quality or intrinsic value,
again by comparison with other objects
of the same kind.

The exhibition Berenson and the
Connoisseurship of Italian Painting illus-
trates the history and methods of con-
noisseurship, specifically as it relates
to early Italian painting, by focusing
on Bernard Berenson (1865-1959), for
more than half a century the foremost
authority in the field. Visually self-
educated through a lifetime of looking
at objects, Berenson was averse to the
study of art history, which he regarded
as a form of pedantry, unrelated or in-
imical to the enjoyment of art. Indeed,
by present-day standards he would
scarcely be considered an art historian.
Berenson investigated the art of the
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past, but as a critic might: to elucidate
its tangible form rather than its histor
ical function.

In doing so Berenson recognized
that many works of art fail to get the
attention they deserve unless they have
first been attributed to an artist. “But
for this trait of human nature,” he
said, ""connoisseurship would at best
be a form of sport . . . [it] pays its way
by assimilating the isolated work of art
to its kin, thereby giving it a clear title
to the treasure of admiration and
interest these have accumulated.” As
with the Madonna [1, illus.],* now in

1. Antonello da Messina, Madonna and Child.
National Gallery of Art, Andrew W. Mellon
Collection 1937

# Numerals in brackets refer to the
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the National Gallery, which he as-
cribed to Antonello da Messina be-
cause of its “homely but distinguished
simplicity,” Berenson lamented that
the painting went unappreciated be-
fore he “discovered” it. In convincingly
attributing it to Antonello, he invested
the unknown with meaning by relating
it to the known.!

Bernard Berenson was born in 1865,
the son of a poor Jewish family that

emigrated from Lithuania to America
when he was ten years old. A youthful
prodigy [2], he gained entrance to
Harvard College, where he studied lit-
erature, graduating in 1887. After this
formative experience, Berenson made
his way to Europe, feeling, like some
character in a novel by Henry James,
that he was about to enter the most
decisive period of his life. The trip was
meant to prepare him as a literary
critic by making up a deficiency in his
knowledge of the visual arts. On his
first visit to Italy in the autumn of 1888,
he found his true vocation; enchanted
by Italian art, he decided to devote his
life to studying it. Four pioneering es-
says on the Italian painters of the Re-
naissance followed. They were accom-
panied by the famous “Lists” of those
pictures that Berenson accepted as au-
thentic. It is on these lists, as well as
other writings, that his reputation as a
connoisseur is based.

A colorful, even controversial figure,
Berenson is also remarkable for the
role he played in the history of taste
and collecting, working as he did from
a fascinating coincidence of talent and
opportunity. By the early twentieth
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and, as the leading expert, authenti
cated paintings for dealers and colle
tors. The financial rewards of connois
seurship soon enabled him to purchas
Villa I Tatti, near Florence. There, in
a great house [3, illus.], surrounded by
formal gardens [4, 5], he combined a
life of \khultn‘\hlp and elegant .’]J\Pl‘xdl’
ity. Urbane in manner and fastidious
in dress [6, cover], widelv read and
witty, dreading vulgaritv and lacking a
social conscience, Berenson sought
pertection of the self in aesthetic sen-
sibility
More than any other scholar, Beren-
son cultivated the role of connoisseur
[7, illus.]. Sir Kenneth Clark has re-
cently described how Berenson made
his long experience of careful obsersy a-
tion look spontaneous.2 He would gaze
intently at d picture, tap the surface
(to test whether panel or canvas). and
then dramatically murmur a name. If
the mystique of connoisseurship con-
tributed to the aura surrounding him,
by the time of his death in 1959 Ber-
enson \fas also renowned as a sage, his
aesthetic philosophy having reached a
broad public through his late

autobio-
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guided that interest
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7. Berenson at the Borghese Gallery, Rome, 1955. Villa I Tatti, Harvard University Center for Italian
Renaissance Studies

graphical writings. Nevertheless, it is
Berenson's activity as a connoisseur
that remains his lasting achievement.

BERENSON'S C

Berenson's most tangible contribution
to scholarship was what he called his
“library with living rooms attached [8,
illus.]."? Villa I Tatti, as he conceived
it, was meant to provide a congenial
ambient of learning [9]—unlike the
bustle of university life—where the
scholar could find the solitude he
needed to think and write. Berenson
was not inclined toward teaching.
Rather, it was through personal con-
tact, as well as his writings, that he
shaped the thinking of a generation of
scholars. He never formed a circle
preferring instead to deal individually
with his disciples. As a consequence
he impressed each of them differentl
Lord Clark, who worked at 1 Tatt at
one time, admired Berenson’s human-
istic criticism, and it is in this vein
that Clark wrote and narrated the fa-
mous Civilisation series. Yet, his
exemplary Leonardo monograph and
the drawings catalogue on which it is
based are equally indebted to Beren-
son’s example as a connoisseur.* Ber-
enson was a pioneer in another field o
studv that Sir John Pope-Hennessy
thcn‘ made his own: Sienese quatiro-
cento painting. Pope-Hennessy went
on to become the authority in attribu!
ing Italian sculpture that Berenson w
for puinting,"’ During the ld.\l}dctd‘dt‘b
his life, Berenson bestow ed his gitt K
visual analysis on yet another distin-
guished disciple, Professor Sydney :
Freedberg, who, however, has exerdi
it on later Italian painting.® ‘LL‘N _b‘ I
enson to his alma mater, 1 Idtl\‘ls‘ n
the Harvard University Center for _
Italian Renaissance Studies. It conti!
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Berenson's most tangible contribution
to scholarship was what he called his
“library with living rooms attached [8,
illus.1.”® Villa I Tatti, as he conceived
it, was meant to provide a congenial
ambient of learning [9]—unlike the
bustle of university life—where the
scholar could find the solitude he
needed to think and write. Berenson
was not inclined toward teaching
Rather. it was through personal con
tact. as well as his writings, that he
shaped the thinking of a generation of
scholars. He never formed a circle,
preferring instead to deal individually
with his disciples. As a consequence,
he impressed each of them differently.
Lord Clark, who worked at I Tatti at
one time, admired Berenson's human-
istic criticism, and it is in this vein
that Clark wrote and narrated the fa-
mous Civilisation series. Yet, his
exemplary Leonardo monograph and
the drawings catalogue on which it is
based are equally indebted to Beren-
son’s example as a connoisseur.* Ber-
enson was a pioneer in another field of
study that Sir John Pope-Hennessy
then made his own: Sienese quattro-
cento painting. Pope-Hennessy went
on to become the authority in attribut-
ing Italian sculpture that Berenson was
for painting.® During the last decade of
his life, Berenson bestowed his gift for
visual analysis on yet another distin-
guished disciple, Professor Sydney
Freedberg, who, however, has exercised
it on later Italian painting.®Left by Ber-
enson to his alma mater, I Tatti is now
the Harvard University Center for

Italian Renaissance Studies.It continues
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8. Library at I Tatti. Smithsonian magazine,
copyright Dmitri Kessel 1978

to function as a research center [10],
maintaining an active fellowship
program and sponsoring conferences
and publications.

Berenson's contribution to scholar-
ship also takes the form of published
writings. The four essays on the Ital-
ian painters of the Renaissance that
first appeared around the turn of this
century are ordinarily ranked first
among his scholarly achievements.
This appraisal has gained support from
the fact that Berenson occasionally be-
littled his painstaking and inconclusive
labors as a connoisseur, leading him to
exclaim, “How worthless an undertak-
ing is that of determining who painted,
or carved, or built whatsoever it be. I
see how valueless all such matters are
in the life of the spirit.”? Though ad-
mitting that connoisseurship was an
indispensable preliminary to any valid
history of art, Berenson, haunted by a
sense of failure, lamented that making
attributions had prevented him from
continuing as an art theorist.®

When asked why he never revised
the early essays upon which his initial
fame as a theorist was based, Berenson

replied that he could not tamper with a
“classic.”® Indeed the essays remain of
considerable historical interest as
documents of late-nineteenth-century
acstheticism. However, their lasting
value in present-day terms is deter-
mined by what they contain of criticism
of individual artists, not art theory.
I'he first and least original of the es-
says is The Venetian Painters of the Re-
naissance [11], which appeared in
1894. The adulation of Tintoretto, for
instance, comes from Ruskin, whereas
the central theme—that Venetian
painting embodied the secular spirit of
the Renaissance—Berenson found in
Pater. Of greater interest is the vol-
ume on the Florentine Painters [12],
first published in 1896. Berenson had
shifted his activity from the Veneto to
Florence, and he had, moreover,
changed his way of thinking about art.
He believed that Florentine artists
were preoccupied with form and
movement in their works and that the
“tactile values” they created acted as a
stimulus on the observer’s sense of
touch. Though “tactile values,” or
plasticity, would seem to be a specific
quality of Masaccio's style, Berenson
applied the notion as a uniform stand-
ard of judgment to the whole school,
reproving artists who failed to measure
up.
Likewise, in the Central Italian
Painters [13] of 1897, Berenson took a
quality of a particular artist's style—in
this case, Perugino’s sweep of space—
“and extended it to other Umbrian
painters. Umbrian “space-
composition,” like Florentine “tactile
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painting Berenson's misguided f"" s
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form he had accurately obsery ed
The last and longest of the essays,

The North ltalian Painters [14] of 1907,
points up the strengths and weak
nesses of Berenson's method. Since
those artists mostly lacked what hc
took to be the essentials of painting,
Berenson dwelt more on their in
dividualities. “Sensitiveness to the
charm of femininity,” for instance,

was Correggio's distinguishing trait

Yet despite its somewhat more catholic
treatment of certain artists, the essay
adopts a uniform and inappropriatc
standard for evaluating Milanese paint-
ing, which Berenson dismissed as mere
prettiness in art.” Throughout the
essav there is the sense that however
correct, Berenson'’s observations lack
force. They become footnotes to more
general attitudes of praise or blame,
rather than forming the core of a
statement about an artist’s style, taken
on its own terms

The four essays—collected as Italian

Painters of the Renaissance in 1930,
illustrated in 1952, and paperbound in
1968 —remind us, as does his person,
that Berenson was a figure of the late
nineteenth century and remained so
long after his colleagues had broken
their ties with that era. They contain
impudent and paradoxical statements
worthy of Wilde: “Whether, then, we
are on the look-out for eminent mas-
tery over form and movement, as for
great qualities of colour and mere
palinting, Raphael will certainly disap-
point us.” And though Berenson
Clﬂlmed to have discovered the notion
of “tactile values” while looking at

his acsthetic theories are
10

and undeveloped

above using

works of art,
largely derivative
Moreover, he was not .
them jocularly, as w hen he w l‘f\l(‘ bl.'ulrl
queline Kennedy in 1952 that it \\.nu“<
“ife-enhance” him to see her again.
Berenson's real potential was recog
nized as carly as 1898 bv Roger Fry,
who regretted that Pater “makes so
many mistakes about pictures; but the
and for a Morelli-ite disap
thing is that the net result is
1st. What is wanted now in
cism is someone who

strangc,
pointing,
S0 very Jt
the way of criti
will make appreciations as finely and
imaginatively conceived and take them
into greater detail as well. Perhaps
Berenson will get to this if he gets over
his theories .

The essential part of Berenson's
achievement lies in his activity as a

connoisseur. In his writings he

VENETIAN PAINTING,

CHIEFLY BEFORE TITIAN,
ar

THE EXHIBITION OF VENETIAN ART.

THE NEW GALLERY, 1895.

BERNHARD BERENSON.
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5. Venetian Painting Chiefly before Titian.
Villa I Tatti, Harvard University
Center for Italian Renaissance Studies

clarified artists’ work by making signif-

icant attributions, precise visual
analyses, and succinct definitions of
what he called artistic personalities.
He burst upon the field of connois-
seurship in 1895. The occasion of his
debut was an exhibition of Venetian
art held at the New Gallery in Lon-

don. The objects displayed Consisted
q

mostly of paintings lent by aristocrat,
collectors whose attributions Wets
adopted in the official catalogye 13
Berenson, then only thirty years old
attended the exhibition and appalled
by the misattributions he found. a9
inspired to hastily publish a criticy]
pamphlet [15, illus. ], entitled Venetian
Painting Chiefly before Titian ' T, the
consternation of the lenders, Ber nson
demonstrated that their attributions
were incorrect, the polemical pamphlet
thus placing him in the unexpected
role of a cultural subversive

I'he official catalogue listed no
fewer than eighteen Giorgiones. Re
jecting them all, Berenson said that
the little Holy Family [16, illus.] for
example, was by Giorgione’s colleague,
Vincenzo Catena. Though “Gior
gionesque in outward characteristics
as, for instance, in the drapery and
colouring,” the panel seemed, never-
theless, to lack the artist’s “quality of
magic.”'® As late as 1951, Berenson
recorded this view on the back of a
photograph. Soon afterwards, how-
ever, exercising the right of a connois-
seur to change his mind, he came
around to the Giorgione attribution fa-
vored today.'®

Another painting that figured in the
exhibition was Lord Pembroke’s Judith
and Holofernes [17, illus.]. Although of
impeccable ancestry, having once be-
longed to Charles I, the picture was
ruled out by Berenson as a Mantegna
because of its apparently gaudy color
and niggling execution.'” He continued
to doubt the painting, admitting that
he found it more puzzling than ever.
Nevertheless he included it as by
Mantegna in the North Italian Painters
of 1907.'8 Ten years later, the paint-
ing, purchased by the firm of Duveen,
was cleaned and Berenson became
more enthusiastic. He was not only
convinced that it was autograph, he
wrote to Duveen in 1916, but he found
it superior to other works by the artist
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its extraordinary scope and for the
subtlety of its judgments.

As for Berenson's achievement as a
connoisseur of paintings, he similarly
compiled a corpus called Italian Pic-
tures of the Renaissance [19], published
as a single volume in 1932. For each
artist included he listed the works he
accepted as authentic. How much Ber-
enson added to our knowledge of Ital-
ian painting by means of attribution is
not possible to assess here in any de-
tail. It is clear, however, that he made
a great many significant attributions.

A significant attribution is not
necessarily one that we would take to
be correct today. It is an attribution
that was perceptive, given what was
known about the artist at the time it

- painting that figured in the
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sonalities. Berenson went so far as to
call connoisseurship the “sense of
being in the presence of a given artistic
personality.”®' This conception is orig
inal to him, his mentor Giovanni
Morelli never having explicitly formu
lated individualities out of the charac
teristics he observed in artists’ works
Personality so defined means the art
ISt's creativity, not his biography. It
consists not merely of the traits by
which the artist is supposed to give
himself away, but of essential qualities
as revealed by his entire production.
Berenson’s innovative monograph on
Lorenzo Lotto [20] of 1895 contains an
account, which is a model of its kind.

of a painting [21, illus.], now in the
National Gallery of Art.2? Though Be-
renson misinterpreted the mythological

subject, he was surely correct in see-
ing that the real interest of the picture
lay in the “initial note of personality”
it revealed. For Berenson this and
other early works by Lotto had a

moral earnestness and a depth of feel-
ing” that were unique for Venetian
painting of the time

We take this way of deducing an art-

ist's intentions from his works for
granted, but to grasp how new it was
in Berenson's youth we need only
compare other old monographs, where
a hackneyed concept of an artist is im-
posed on his works. In Berenson's book
on Lotto, the works themselves, rather
than whatever happens to be known or
believed about the artist, move to the
center. The objects are of interest,
though, not only for themselves but

21. Lorenzo Lotto,
\ Maiden's Dream
National Gallery of
Art, Samuel H. Kress

Collection 1939

also for what they tell us about the art-
ist who created them. Berenson thus
characteristically focused on actual
works of art as the object of his study
Even more than his writings, the
example he set of a sensitive observer
22, frontispiece], endowed with a
keen visual memory, may turn out to
be his chief contribution to art history.
No less considerable than his con-
tribution to scholarship was Berenson's
role in the formation of American taste
and collections. By the late nineteenth
century, the Italian primitives no
longer aroused controversy. Their ap-
peal to collectors was that, together
with the great High Renaissance mas-
ters, they belonged to a realm of art
divorced from modern life. Neverthe-
less, in Berenson's youth there were,
aside from the Jarves collection, prac-
tically no Italian paintings of im-
portance in America. He regarded it

his "“mission to send [there] M i
ail

and ine idk ntally
others too) as I could per

Italian works of art

vade colle
tors to acquire.”* Aided by th,

Payne-Aldrich Tariff Act of

1909
which allowed for duty-fre import of
works of art over twenty v ars old

Berenson's success may be measured

from the fact that there are now Mor¢

Italian paintings in An
anywhere else outside

1erica than

their pl_,‘ e of
origin

Berenson’s start in what might be
called applied connoisseurship dates
from as early as 1890, wh n he wrots
to his future wife Mary that he had
‘bought a picture for a friend It w
by Bronzino, a Madonna "2 He
ther confided to Isabella Stew art
Gardner, his first patron, that

ds

tur-

advis-
ing about pictures is the path marked

out for me. . . . I could sell ten times
as much as I do now, if only I had a
larger circle. I want America to
have as many good pictures as possi-
ble.”2% Berenson grasped that his
career as an expert depended upon a
coincidence of his talent with the op-
portunity that America offered. For. as
Henry James observed, there was
~money in the air, ever so much mones
- and the money was to be for all
the most exquisite things. . . ."26 A¢
cordingly, in the autumn and winter of
1903-1904, Berenson and Mary. now
his wife, traveled to America; the trip
was recorded by Mary in a journal
[231*" From it we learn that the Beren-
sons sailed from Liverpool on Septem-
ber 30, returning to I Tatti some six
months later, on April 4, 1904. Their
purpose, broadly speaking, was to
demonstrate how art “of fine quality
ought to play a large part in the educa-
tion of American taste” (November 9).
They shared the task of promoting
carly Italian painting, Bernard reat-
tributing pictures in public and private
collections and Mary lecturing on con-
noissburship at clubs and universities.
How frivolously the rich spent their
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sons sailed from Liverpool on Septem-
ber 30, returning to I Tatti some six
months later, on April 4, 1904. Their
purpose, broadly speaking, was to
demonstrate how art “of fine quality
ought to play a large part in the educa-
tion of American taste” (November 9).
They shared the task of promoting
early Italian painting, Bernard reat-
tributing pictures in public and private
collections and Mary lecturing on con-
noisseurship at clubs and universities.
How frivolously the rich spent their

mo ,
ney was appalling to the Berensons

Mary noted that a woman from

Newport, where they were

staving,
had “had up s

' all the organ-grinders and
their monkeys from New York for a

barrel organ concert” (October 11). In
Washington, where they liked the
White House but not the ( apitol,
Mary went to see a “Botticelli.” whose
owner meant us to stay for lunch. but
when we wouldn't she insisted on
showing me the gold plate 1 would

have eaten off of if 1 had staved” (Feb
ruary 18). The rich who bought art
were scarcely better. A Boston collec

tor “contessed he had no taste, but

said he hoped to acquire it by indis
criminate buying” (November 23). In
New York, the Berensons “saw the
Havemeyer things—an awful Tiffany
house! — Rembrandts, Monets,

Degases ad infinitum—no real taste...”
(March 3). The fact that late-
nineteenth-century American collec-
tors, even Mrs. Gardner, were acquir-
ing what was then modern art, mostly
French Barbizon and Salon painting, is
difficult for us to appreciate, since
until recently such pictures were
banished from sight. The Berensons
resolved to turn American millionaires
toward the Italian old masters and,
partly as a result of their tour, they
succeeded as arbiters of taste in the
fine arts.

As for providing the art, Mary
Berenson —disarmingly straight-
forward—refers to dealing as an inte-
gral part of their program. They both
“listened politely” to one possible pur-
chaser (November 11), w hile she
viewed the peculiarities of another
“with a benevolent eye’ (November
20). At dinner in Chicago, "as we
staved a while after the others, we
talked about forming collections of pic-
tures, and [their hosts] said they
wanted to form one,
the dealers. 1 think this was Pt‘f}}al’s
the most important thing for us finan-
cially we have yet met” (January 10)-

but were afraid of

In becoming an amateur dealer, Ber-
enson followed a tradition that in-
cluded such distinguished connois-
seurs as Jonathan Richardson and
Pierre-Jean Mariette in the eighteenth
century and James Jackson Jarves and
Morelli in the nineteenth. Scholarship
always went together with collecting
and dealing, we should recall, until
the relatively recent time when art his
tory became a well-established aca
demic discipline. Berenson had con-
tacts with emerging collectors, like
Mrs. Gardner, and so he acted as a
conduit to America for the “discover-
ies” made by him and his fellow disci-
ples of Morelli.*®
I'he Berensons' ambition centered
on New York, which seemed a “Cyclo-
pean San Gimignano” (December 4).
“We watched it gradually light up
[and] were awed and overcome by the
vastness and grandeur of it” (Decem-
ber 10). Bernard “startled me,” Mary
added, by asking me whether he
should let it be known that he would
be willing to succeed Cesnola as di-
rector of the Museum here. I saw a
thousand advantages in it, but I also
think it would be a waste of a man
who can think. Today’s visit there con-
firmed me. It is a vast collection of
horrors.” At stake was the Metropoli-
tan Museum, whose accumulations
were already outgrowing their quarters
in Central Park.
While Bernard was angling for the
directorship, Mary lectured. At Smith
College she explained “How to Enjoy
the Old Masters” (October 29). Mrs.
Gardner attended another of Mary’s
lectures at Wellesley, “wearing all her
jewels because she said she had heard
of a butler who stole the jewels of his
mistress during her absence” (Novem-
ber 19). An engagement at a Chicago
club “gave some of the tired men
whose wives had dragged them there a
chance for a quick nap” (January 5)-
The following day Mary spoke at the
Art Institute about “The New Art




Criticism’ and soon thereafter to an

other club on “The Art of Portraiture
Old and New After a
stop in Buffalo (January 15), she rc
peated “The New Art Criticism  at

Januarvy 8

the Pennsvlvania Museum (Februan
6), comparing scientific connoisscul
ship to the detective work of Sherlock
Holmes. Getting into her stride, she
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agree and so nothing can be known
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on Berenson to help form the collec

tion newly installed in her lLlIlJH.!I«

valace in Boston |
palac ton |

fion H!_nlx

5].2? Their coopera

Isabella the first great col

lector (after Jarves) of old master

paintings in America, and it enabled

Berenson
he sought

remains 1|

|

gain the fame and fortunc

At Fenwav Court

which

most unchanged today, the

Italian paintings were displaved in a

rich setting [26, illus.] of furniture

and decorative arts that evokes the Re

naissance period

taste

In beauty :

Mary Berenson wroti

ind

it far

surpassed our expectations, which

wWer lll\l]‘l

I'here is very little to find

fault with I'he rest is too lovely

to attempt to describe. One 1«

more entrancing than another

great masterpieces

om 1§

and the

of paimnting seem

mere decoration in the general

schem

I thought there was

remarl

ably little that was not of Bernard's

choosing, but that little annoved him

26

v

/

Interior of Fenway Court
Isabella Stewart Gardner

Museum

Jarves Collection installation

Yale University Archives,

University Library

¥
:

CISQETE Vs b e

Yale

immensely and hurt b
(November 14

{eattributing pictures m

im t

;' r'l)‘<"¥l-lIH[rw|7:li|v Vit mtse

officials. In New Haven. for exan
they “"rushed at once to the lar (
lection [27, illus.],” then installed
Yale's School of Fine Arts. and
a nice little roomful of picture
really good

Y .
November 2 A

spent the [next] day taking nots

the gallery. It is an inter sting

e should glad]
own.” On November 4 Mary returned
to the collection

there are 14 pictures w
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natives were coming attracted. for the
first time in their lives, by the sensa
tion of having ‘all the attributions au
thoritatively contradicted.’ Professor
Niemeyer came and gave me a long
lecture, telling me that the ‘Botticelli
[28, illus.] (an indifferent school
piece) was the finest in existence, ex
cept possibly the Birth of Venus. He
said he had copied it, so he knew far
more about it than a person (like me!
who only looked at it could possibly
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made none. His pretentiousness
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28. Follower of Botticelli, Madonna and Child
Yale University Art Gallery, University
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immensely and hurt him too
(November 14)

Reattributing pictures made the
Jerensons unpopular w ith musecum
officials. In New Haven, for example
they “rushed at once to the Jarves Col
lection [27, illus.] then installed in
yale's School of Fine Arts, and “found
a nice little roomful of pictures, some
really good November 2). "W
spent the [next] day taking notes on
the gallery. It is an interesting on and
there are 14 pictures we should gladly
awn.” On November 4 Mary returned
o the collection into which various
natives wer coming attracted, for the
first fime In their lives bv the sensa
tion of having ‘all the attributions au
thoritatively contradicted.’ Protessor
Niemever came and gave me a long
lecture, telling me that the Botticelli
28 illus.] (an indifferent sc hool
niece) was the finest in existence, €X
cept p\v\\g}\i\ the Birth of Venus He
said he had copied it, so he knew far
more about it than a person (like me!
who only looked at it could possibly
know. There was no answer and |
made none. His pretentiousness

amused and horrified me, tor no mat

4 s .

28 f‘vnll(m('rufB()tli(-(‘lh. Madonna and Child
Yale University Art Gallery, University
Purchase from James Jackson Jarves
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ter what out-of-the-way name I men
tioned, he made as if he knew all about
it—and of course he couldn’t possibly.
[ did.” Bernard and Mary carried
with them an old manual of the collec-
tion [29], incorporating Jarves' views,
and in it she duly annotated the “Bot-
ticelli” as “school —not one of the
worst.”'30

Attributions change, and misguided
collectors might be redeemed too. On
January 27 the Berensons visited the
Widener collection in Philadelphia,
where they found “mostly horrors
masquerading under great names.”’
P. A. B. Widener (1834-1915), w ho
began as a butcher supplying meat to
Civil War troops, made an immense
fortune in urban mass transit. And,
like other self-made multimillionaires,
he acquired works of art. These were
displayed at Lynnewood Hall [30,
illus.], a hundred-room neoclassical
mansion built around the turn of the
century in Elkins Park.

On another visit to America in
1908, the Berensons, J. P. Morgan

)
\erial view of Lynnewood Hall, Elkins Park, Pennsylvania Historical Society of Pennsylvania

heard, were “going to Philadelphia to
bust up Widener's collection.”! They
did spend two days there [31, illus.],
in fact, finding “nothing of importance
among their Italians. . . . We could
not leave a single name. . . . It was
rather touching to have old Mr.
Widener trotting round and saying
meekly, ‘Mr. Berenson, is this a gal-
lery picture, or a furniture picture, or
must it go to the cellar?” He was very
much pleased whenever we would
allow a picture to stay in the gallery,
even if shorn of its great name. But we
had to banish several. . . . However,
they're now determined to abide by the
best expert opinion they can get.
Whether they will buy any more or
not, 1 have no idea, but what they
have is going to be correctly named if
possible.”3

Joseph Widener [32, illus.], a real
art lover (1872-1943), added to and re-
fined his father’s holdings so that by
the time his bequest came to the Na-
tional Gallery of Art in 1942, it was
the greatest private collection in




1. Long gallery at Lynnewood
Hall at the time of Berenson's
visi

National Gallery of Art

’ QAN TVAL HOMINI FAS EST MIRA LICET A5l T
- N1 AGO { MORTALS EAVIDIARTE DEGSm 1

America.?® He transformed the grand-
est of the Gilded Age estates from the
tasteless opulence disapproved by the
Berensons into a magnificent ensemble
[33, illus.] of choice paintings, furni-
ture. and decorative arts. Admittedly
the pseudo-Renaissance decor was in-
accurate, but it was evocative all the
same. and revealing of how highly the
pictures were regarded

On March 5, 1912, Joseph Widener
wrote Berenson about “recent addi-
tions. the best of which, vou will note,
is that charming little portrait [34,
illus.] by Neroccio di Landi. 1 think
you saw the picture. . . . You really

can't imagine how delightful the new

galleries are, with the elimination of
32. Joseph Widener

all unimportant pictures.”* By
Culver Pictures Inc

chance, one such rejected painting1s
now in the National Gallery of Art
Having failed to enter with W idener’s
33. Raphael room at Lynnewood Hall, the result of Berenson's influence . bulu“"t" Daumier’s Beggars [35, illus.]

National Gallery of Art came. after taste had changed, as part
of the Chester Dale Collection in
1962.%
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H n Lan ter
F Hag granddaughter
taste had shifted awav from religious
subject matter. He acquired major
early Italian paintings, several of

which are now in the National Gallery
of Art, including Mantegna's Judith
(17

[17, illus.]. The collection was dis

played in an apartment [39, illus.], a

- Domenico Veneziano. St. John in the Desert National Gallery of Art, Samuel |

gloomy place in a skyscraper” at 270
Park Avenue in New York. Just as the
Renaissance decor of his “super-
museum’ was inspired by I Tatti,?” so
Hamilton, an avid reader of the Italian
Painters of the Renaissance, was culti-
vated as a collector by the Berensons.
I'he phenomenal rise in picture prices
had forced Mrs. Gardner out of the
market for masterpieces, while the
more fashionable collection of the
Wideners favored the Grand Manner.
Alerted to Hamilton's potential as early
as 1917, the Berensons made his ac
quaintance two years later. On a visit
to America in 1920-1921, they stayed
with him, as they had with Mrs
Gardner some fifteen years earlier
Mary lectured on his pictures at Bryn
Mawr and Harvard, while Bernard sat
down to write no fewer than four arti
cles featuring Hamilton's recent acqui
sitions.?® Out of friendship, Berenson

Kress (

even offered advice about works that

Hamilton was considering for purchas
According to an often-repeated
anecdote, Mary Berenson gave Hamil
ton a picture from I Tatti: Domenic
Veneziano's St. John in the Desert [40
illus.].3® Berenson, the story goes, re
gretted the loss of this rare and impor-
tant little panel, which formed part ot
an altarpiece once in the church of
Santa Lucia dei Magnoli in Florence
Nevertheless, as a letter [41, illus.],
dated October 19, 1919, reveals, both
Berensons presented Hamilton with
the picture, presumably to encourage
him as a collector. First a photograph
and a promise reached him, and then
the painting. “Here I sit before 'St
John in the Desert,””” Hamilton wrote,
“completely charmed by it. It is more
wonderful than I thought it could be
even after B.B.’s enthusiastic and
beautiful description of it. Never have
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solemnity of the mountain pe
me with absolute satistaction. Ha
ton repeatedly thanked the Berensons
for the picture, which was then
tributed to Pesellino.* ( )nly later d
Berenson grasp that he had part
with a masterpiece by Domenic
Veneziano.*!

Berenson was also chagrined

the gift because Hamilton did not ful

fill their expectations. Hamilton s ap
‘ 4

petite for art exceeded his ability t

pay for it, and he was bliged to retu

some of his pictures bought on cred

in 1921. Marv Berenson wrote Mrs
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for us, for certainly he started wUu
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ing in a most unusual spirit,
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undoubtedly loved the pictures
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Letter from Carl Hamilton t the Berensons
vVilla I Tatti, Harvard University Center for
Italian Renaissance Studies

I received a present so valuable or one
which 1 have appreciated so much

[ have never seen nude so chaste,
and the composition and color of the
picture together with the majesty and
solemnity of the mountain peaks fill
me with absolute satisfaction.” Hamil-
ton repeatedly thanked the Berensons
for the picture, which was then at-
tributed to Pesellino.* Only later did
Berenson grasp that he had parted
with a masterpiece by Domenico
Veneziano.

Berenson was also chagrined over
the gift because Hamilton did not ful-
fill their expectations. Hamilton's ap-
petite for art exceeded his ability to
pay for it, and he was obliged to return
some of his pictures, bought on credit,
in 1921. Mary Berenson wrote Mrs.
Gardner on November 25, 1922, that
Hamilton “has been a real disillusion
for us, for certainly he started collect-
ing in a most unusual spirit, and he
undoubtedly loved the pictures. We

hoped he would be one
lectors in the world
eventually turned to the

help in disposing of the

of the great u\‘
Hamilton
Berensons fon

rest of lH\
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42. Samuel H. Kress, 1924. Samuel H. Kress
Foundation
ring to spcn(l his time and money on
charity.
A chapter of American taste closed

with Samuel H. Kress [42, illus.], a
chain-store magnate who was the last
great collector of Italian primitives.
His pictures, ranging from the thir-
teenth through the eighteenth
centuries, vastly outnumbered those
brought together by Mrs. Gardner, the
Wideners, and Carl Hamilton. For
these latter collectors Berenson acted
as advisor and agent, as he did for John
G. Johnson (1841-1917) in Philadel-
phia, Henry Walters (1848-1931) in
Baltimore, and Percy Straus (1876-
1944) and Robert [.ehman (1892—1969)
in I\'L’\\ York.44 Berenson's relation to
Samuel Kress ( 1863-1955), on the
other hand, after their first meeting in
1936, and to his brother Rush (!5?77»
1963) was that of a distant ally. The

correspondence they exchanged as old
men deals mostly with the future of
their legacies in a world they perceived
as hostile to humanism. The regional
distribution of the Kress pictures and
the republication of Berenson's Italian
Painters and Italian Pictures in illus
trated editions, sponsored by the
Kresses, were meant to regenerate the
interest of the American public in tra
ditional, as opposed to radical, val
ues.* Even I Tatti was calculated to
play its part as a research center by
keeping “alive the interest in the great
art of the past.”*® Only one work of art
was discussed in the correspondence
the tondo of the Adoration of the Magi,
now in the National Gallery, whose
acquisition Berenson urged as a mas-
terpiece by Fra Angelico and Fra
Filippo Lippi 7
~
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43. Giotto, Madonna and Child. National Gallery
of Art, Samuel H. Kress Collection 1939

Berenson's authority was invoked to
ensure the attribution and thus the ef-
ficacy of Kress paintings such as a
Madonna [43, illus.] by Giotto w hich
came to the National Gallery. Though
at first he believed that the picture
was by Giotto's pupil, Bernardo Daddi,
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Italian painting. Rush Kress was led
by John Walker, with Berenson's ad
vice, to improve that part of the collec
tion destined for the Gallery. He also
expanded the collection to include the

non-Italian schools, without losing its
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49. Samuel H. Kress apartment, New York. Samuel H. Kress Foundation

original character, however. The Kress
collection was no more aesthetically
adventurous than those of Widener or
Hamilton. It aimed not to be avant
garde but to elevate the taste and
character of those who viewed it. Ber-
enson, whose historic role was to dem-
onstrate the formal beauty of early
Italian painting, thus found himself
advising a collector who prized the re-
ligious message in art. His moral bias
links Rush Kress with James Jackson
Jarves, who, a century before, had
tried to form a comprehensive art
collection that would be broadly
educ ational

Berenson’s importance for the
Widener and Kress collections, which
came to the National Gallery of Art,
has been described. Other Gallery
paintings, including several donated by
Andrew Mellon, once belonged, if only
briefly, to Berenson's collector protégé,
Carl Hamilton. In addition, as the
present director, J. Carter Brown, has
noted, the Gallery is more directly a
product of [Berenson's] eyve and taste

than many realize, for during its
period of rapid acquisition in the Ital
ian field he was virtually an adjunct
curator; and his vision, shared by John
Walker, of an art museum as a com
pany of scholars, will soon become a
reality in the Center for Advanced
Studies in the Visual Arts.”®! Before
the West Building was completed
David Finley, the Gallery’s first di-
rector, wrote Berenson, “I hope that,
between us, John [Walker, then chiet
curator] and I can keep you informed
about all we do. I cannot tell you how
highly I value your advice and the
interest you feel in our efforts to give
this newly born gallery the right
start.”?2 The Gallery's Italian paint
ings, unrivaled in America for the ear-
lier schools, might almost have been
chosen to illustrate the Italian Painters
of the Renaissance. Berenson'’s closest
disciple, in fact, was John Walker [51,
illus.], who lived and worked at I Tatti
during the 1930s and who returned
nearly every summer thereafter. Ber-
enson even gave him a picture from his

51. Bernard Berenson and John Walker
Tatti, Harvard University Center for Italia

own collection, a Madonna [52]
by the anonymous fifteenth-century
Florentine painter known as the Mas
ter of San Miniato.?®

Involved as he was with the art
m.arkcl. Berenson lLl\ |)un kr‘ULl/L\!
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the same token, his activity as an ex
pert has also been justified by its ettect
of bringing great Italian paintings to
America. Both viewpoints fail to take
into account his place in history Ber
enson was, in fact, the last great rep-
resentative of a type, the connoisseur
dealer. Along with most art historians
of his generation, Berenson authenti
cated works of art. In that respect, as
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51. Bernard Berenson and John Walker, in the garden at Villa I Tatti. Villa I
Tatti. Harvard University Center for Italian Renaissance Studies

own collection, a Madonna [52]

by the anonymous fifteenth-century
Florentine painter known as the Mas-
ter of San Miniato.?®

Involved as he was with the art

market, Berenson has been criticized
for using culture as a commodity. By
the same token, his activity as an ex-
pert has also been justified by its effect
of bringing great Italian paintings to
America. Both viewpoints fail to take
into account his place in history. Ber-
enson was, in fact, the last great rep-
resentative of a type, the connoisseur-
dealer. Along with most art historians
of his generation, Berenson authenti-
cated works of art. In that respect, as
an agent, he found, bought, and sold
paintings. He also advised on works of-
fered for purchase by other sources
and, in this capacity, was associated

with a number of dealers, at first with
Colnaghi's, then from about 1907 to
1937 primarily with Duveen Brothers.
It was through the latter that Beren-
son served yet another collector for the
National Gallery, Andrew Mellon;
though he was not personally ac-
quainted with Mellon, Berenson au-
thenticated Italian paintings Mellon
purchased from Duveen.

Berenson was an amateur, for whom
authenticating works of art was a
means of livelihood. As a young man,
wishing to become a connoisseur of old
master Italian paintings and drawings,
he had been obliged to seek self- ‘
employment abroad. Unfortunately for
his reputation as a disinterested :
scholar, he lived on into a world m'
which another major type of connois-

seur arose. By the later twentieth

century, with art history a well-
l‘s-lnl)li\hvd academic di;.('iplinc and
with works of art now mostly in
lml.wumx connoisseurs have become
unversity-trained curators. The pres-
ent curatorial type of connoisseur dis
lf|~l\\ the traditional concerns of his
forerunners, but he does so only for
the institution by which he is em-
ployed and without personal monetary
gain beyond a fixed salary,

I'he attitude of Berenson's predeces
sors toward his sort of oc cupation was
unequivocal. Jonathan Richardson, a
distinguished eighteenth-century con-
noisseur, wrote that “understanding in
a science . . . is the pOSSessor’'s prop-
erty, which every man sells at as good
a rate as he can for value received.

... Why connoisseurs should be ex-
pected to distinguish themselves by
their generosity, or prodigality is unac-
countable.” The reason is, of course,
that works of art have a significance
transcending, but not inseparable
from, their commercial value. Beren-
son, less secure in his role than
Richardson, has accordingly been de-
scribed as living in “perpetual fear of
discredit; his livelihood depended upon
the maintenance of a delicate balance
between his roles of critic and connois-
seur of repute and that of a profitable
intermediary.”*®

A more debatable issue than his
scruples is whether Berenson’s in-
volvement with the trade affected his
judgments of works of art, and, if so,
how? Like other connoisseurs, Beren-
son provided certificates of authentic-
ity for paintings that crossed the At-
lantic. His expert opinions took the
form of an artist's name inscribed on
the back of a photograph or as a letter
expanding on his views. This now dis-
credited practice obviously lent itself to
dishonesty, and Berenson unquestion-
ably overpraised pictures in \\ihose
ac‘(iuisition he had a stake.” Yet we
need to see his effusions in the per-
spective of his training as a connois-
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st flict was between Fowles' unwavering
. X loyalty to the commercial interests of
pheditae the firm, in which he had worked his
it way up, and Berenson's integrity as an
: independent scholar. The rec rd
: ‘ shows that, although Berenson had
s hand. reason to regret his involvement with
<o the picture trade, he acquitted himself
\ i very \\t“ -
\ d con A revealing incident concerns the
pair of profile portraits of Giovanni
e no Bentivoglio [54, illus.] and of his wife
D I n
10r h uI

Ginevra [55, illus.], which, as part of

the Kress collection, came to the Na-
3 mnt e ® 5 25
Satst cAtL aly sun tional Gallery. On March 29, 1935
>tanding about why he changed his Fowles wrote Berenson [56], then in
mind, Berensor ught to have w(mj

ified his generous reattributions with

Tripoli, that “we are in rather a di-
lemma, as [their client Baron] Thysse!
seems to know the two Dreyfus pic-

the statement just quoted

For some thirty years Berenson
worked for the dealer whom he is
said to have called the king of the

jungle” —Sir Joseph Duveen [53

tures under the name of Cossa, and he
wants Cossas. If we told him you con
sider them to be Ercole Roberti, he
would take no further interest in then
and we mav lose a future good client

illus.]. The most flamboyant art dealer
of the century, Duveen 1869-1939
captured the confidence of the im-

tor Italian pictures. . . . Supposing we
mensely rich American collectors w ho

sell these two pictures to him as
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flict was between Fowles” unwavering

lovalty to the commercial interests of
the firm. in which he had worked his
way up, and Berenson's integrity as an
independent scholar. The record

shows that, although Berenson had

reason to regret his involvement with

the picture trade, he acquitted himself

verv w ('“

A revealing incident concerns the
pair of profile portraits of Giovanni
Bentivoglio [54, illus.] and of his wife
Ginevra [55, illus.], which, as part of
the Kress collection, came to the Na-
tional Gallery. On March 29, 1935,
Fowles wrote Berenson [56], then in
Tripoli, that “we are in rather a di-
lemma, as [their client Baron] Thyssen
seems to know the two Dreyfus pic-
tures under the name of Cossa, and he
Wwants Cossas. If we told him you con-
sider them to be Ercole Roberti, he
would take no further interest in them
and we may lose a future good client
for Italian pictures. . . . Supposing we
sell these twe pictures to him as

R ——

tainly by Ercole Roberti

as certainly as
attributions can he

What you ask me
to do I had rather not ¢

all by its right
name

I'his much 1 can say that for 40
years I have resisted such sollicita

tions. I hope to resist them to the end
of the chapter.” This he then deleted.
adding more simply

I'he |)rn|i|v\ of
(v|()\

3
sentiv. & his wife are not by

Cossa. What can 1 do about it?"

Fowles persisted with a telegram [57,
illus.] on April 9
Cossa because all (

As client believes
CEmMan experts give
this attribution and as he not in
terested if by another master should
we sell as Cossa would you flatly con-

tradict?” Two days later Berenson
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57. Telegram from Edward Fowles to Bernard Berenson, mll) l‘(p].\ dsl:):‘(ﬁ(lt g
Villa I Tatti. Harvard University Center for Italian Renaissance Studies

1935.

.d his reply: “Sorry, would have
Cossas, what will your attitude be, and  penned his reply: “Sorr)

what can you do to help us in the to
matter?”

Berenson annotated Fowles' letter,
in its margin, on April 3 as 1‘0”(?\\»5:
“The Dreyfus pictures in question arc
not possib]y by Cossa & almost cer-

164

'Thuugh their interests were tl?us
not always identical, Berenson, like
l)uvccn,'tricd to monopolize h}s. own
field of expertise. The competitivenes
that led him and his colleagues to

S

(3]
|
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that “there must still be at least
unknown Giorgiones somes vher
around.”®® The picture was even
brought from Lo mdon to Berenson's

country house so that he could exam

ine it, but he stubbornly concluded
that it was bv the voung Titian. De

spite this attribution, the painting w
acquired for the Kress collection [61

|H1|\ ] as l)\ (-llvr\'l ) ‘J‘ renson

eventually listed th« picture twice, as a
work of collaboration: first, as by Gior
gione (finished by Titian and then as
by Titian, “who completed the Virg
and the landscape pr lh ably left unfin
ished by Giorgione. "% His idea that

the Nativity was a work of collabora

tion may well be right and certainly
deserves further consideration

His days as an expert over for the
most part, Berenson [62, illus.] re

turned to the role he had sought as a

youth, that of spokesman for human- i
ism. The minor masters were now ot
little interest to him. Yet the author-
ship of masterworks, like the Allendale
Nativity, continued to be a matter of
concern. He now approached the ques-
tion of attribution not from the stand
point of labeling, however, but as a

means of understanding the work
of art.
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that it was by the voung Titian. De

spite this attribution, the painting was

acquired for the Kress collection [61,
illus. 1. as by Giorgione. Berenson
L"\'“ili«‘i”\ listed the picture twice, as a
work of collaboration: first, as by Gior-
gione (finished by Titian), and then as
by Titian, “who completed the Virgin
and the landscape probably left untin-
ished bv Giorgione. "% His idea that
the Nativity was a work of collabora-
tion mav well be right and certainly
deserves further consideration

His days as an expert over for the
most part, Berenson [62, illus.] re-
turned to the role he had sought as a
youth, that of spokesman for human-
ism. The minor masters were now of
little interest to him. Yet the author-
ship of masterworks, like the Allendale
Nativity, continued to be a matter of
concern. He now approached the ques-
tion of attribution not from the stand-
point of labeling, however, but as a
means of understanding the work
of art.
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S rtist litterentia painting
stvles his cor 1poraries and predc
essors. ( 10rgl ‘\.1\.:7 .:.: :-‘1
famous as the author of the Lives of the

A ¢ o s+ P /
Viost Eminent Painters, S ulptors and

Architects [63, illus practiced what

we would call “connoisseurship,” in
the sense of “attribution,” in two
roles. As a writer of artists’ biog-
raphies, he needed to decide to whom
he should attribute 2 given work of art
whenever its authorship—and thus its
place in his scheme—was in question
And as a collector of drawings, he
wished to label them

In both these pursuits Vasari acted

18 an artist sorting out l'l' works of

artists pasl ind present He ‘([( jus
tified since experience tea hes care
'H; painters to recognize I'IA various
stvles of artists, just as 1 good secr

tarv recognizes the handwriting of his

lleagues. and as evervone does that

f his friends and relatives.” ™ His per
‘llwll,;vl’\lll 1|'_HH\!~\Y\'( 1S as
\}1,”4. teristic as his st ript bec ame a
ommonplace in the history of connois

seurship. The difficulty was that
though he could draw on his acquain
tances for attributions he made in
their biographies, Vasari was obliged,
for earlier artists, to depend upon tra
dition (often unreliable) and the evi
dence of their works. Consequently,
many of Vasari’s attributions to the
tounders of Florentine painting were

63. Portrait of Giorgio Vasari, in Le Vite de
Piu Eccellenti Pittori,
National Gallery of Art

'RADITION OF THE CONNOISSEUR

incorrect. Worse still h

by his fellow painters when
pupils, they counterfeit | their maq
ters’ styles

Vasari's confusion arose f;
identification of maniera or « ¢
the exterior character of an arfics
work. In his view painters could
acquire, alter, or abandon thei;
ners in a mechanical fashion. [ acl T

the conce pt of artistic personalit hat
lies be hind modern connoisseur l”‘,

what Vasari had to sav about cr 1tive
imagination he couched in the form of
anecdotes. His schematic biographical
approach to attribution was not rem
edied by his later editors, and Beren

son wrote of a new edition of the Lives

that it should have been undertaken b

a ‘connoisseur . . . that is to sav, one
who knows the works of art intimatels
subtly, and minutely.”7*

Vasari's concern with attribution

also arose out of his activity as a collec-

tor. His Libro de’ Disegni or Book of
Drawings comprised several albums of
studies [64] he collected, by a variety
of artists, and it was meant to illus-
trate the development of Italian art

as described in the Lives.™ In the
ornamental border of one splendid
sheet [65, illus.] Vasari inscribed a
cartouche with the name of the artist
to whom he attributed the highly fin-
ished metalpoint studies of hands—
“Fra Filippo” Lippi.”™ Whatever their
original relationship may have been,
the decorative rearrangement of the
drawings as a pair shows that they
were appreciated as related and beauti
ful specimens of an artist’s style.

Though he seems to have admired
their spontaneous ¢ haracter, Vasari did
not systematically compare preparatory
drawings with paintings to ascertain
their authorship. Unlike Berenson
later. he did not regard drawings as
part of a creative process culminating
in a work of art, and so he was not
concerned with them as a means of
defining artistic personalities

The connoisseur first emerged as a
distinct type in the eighteenth century
at the same time the French term was
anglicized and widely adopted to mean
“‘an expert judge in art, as well as
other matters of taste.” Although
painters continued to advise on the art
of the past for as long as they knew
about it, the amateur (meaning an art

lover) at this time came to the fore. Yet

if persons other than painters now
played the part of connoisseurs, how
were they competent to »\udgv in such
matters? Indeed, one self-appointed
critic toward the end of the century
not only questioned the expertise of

the amateur but also derided him. In a

urs of
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Though he seems to have admired
their sp;)ntancum character, Vasari did
not sy slcmalu'a”\ compare preparatory
drawings with paintings to ascertain
their authorship. Unlike Berenson
later. he did not regard drawings as
part of a creative process culminating
in a work of art, and so he was not
concerned with them as a means of
defining artistic personalities.

The connoisseur first emerged as a
distinct type in the eighteenth century;
at the same time the French term was
anglicized and widely adopted to mean
“an expert judge in art, as well as
other matters of taste.”7” Although
painters continued to advise on the art
of the past for as long as they knew
about it, the amateur (meaning an art
lover) at this time came to the fore. Yet
if persons other than painters now
played the part of connoisseurs, how
were they competent to judge in such
matters? Indeed, one self-appointed

critic toward the end of the century
not only questioned the expertise of
the amateur but also derided him. In a

Raffaellino del Garbo, Study of
Hands and a Sleeve
I'rustees of the British Museum

watercolor [66, illus.] Thomas Row-
landson satirized a group of connois-
seurs by implying that they were voy-
eurs of an erotic motif, for he shows
them supposedly admiring a painting of
Susanna and the Elders, in which the
voluptuous lady is pursued by men like
themselves. Rowlandson’s drawing
thereby casts doubt on the claim of
connoisseurship to be concerned with
artistic form. His pictorial satire seems
to reflect the persistent suspicion that
no one but an artist can properly eval-
uate whatever is artistic about a work
of art. The doubts have persisted,
and so has the type of connoisseur so
deftly caught by Rowlandson. The
figure, who, aided by an eyeglass,
scrutinizes the picture in the drawing
mav be compared, as a type, t0 the
imz;gc we have seen of Berenson 25
illus.], peering at a portrait. i :
Despite Rowlandson’s misgivings, s
early as the cighteenth century the
\A'riiings of Jonathan Richar(.]son ;
(1665-1745) strikingly anticipated the
techniques of the modern connois-

e

66. Thomas Rowlandson. The Connoisseurs
Yale Center for British Art, Paul Mellon
Collection

seur.”® As an amateur dealer and col-
lector, Richardson was well qualified
to provide the gentleman of his day
with a two-part instructional manual
[67], consisting of “An Essay on the
Whole Art of Criticism” and “An Ar-
gument in Behalf of the Science of a
Connoisseur.” The book aimed first
to show “how to judge of the goodness
of a picture, of the hand of the master;
and whether 'tis an original or a copy,”
and then to encourage the practice of
connoisseurship. Richardson advocated
a systematic analysis of works of art
not to describe their uniqueness but to
measure their “beauties” and “de-
fects.” the result of which, he felt,
was characteristic of an artist. Our
method of comparing unattributed
works with documented or otherwise
certain ones, and originals with copies,
was already highly developed in
Richardson’s day. He even related par-
ticular works to the general idea he
had formed of an artist's manner. But
what distinguishes his connoisseurship

—in theory at least—is his emphasis




i 3
on direct observation \s Richardson

S . ~
put it, the connoisseurs business is
judge from the intrinsic qualities of

the thing itself.”™ He believed that if
an artist's mind was reflected in the
invention, his touch could be recog
nized even in the re ndering of details
as in a hand or hinger 82 [ ater. Beren
son would sav that an artist was
characteristic espec iallv in such minor
\'l( ll,\

Eighteenth-century connoisst 1|1f|\|;\
of earlv Italian art cente red around
drawings and reac hed a level of re
finement that would onlv be ac hieved

+}
muc h later tor paintings of the samd

period. Vasari remaine d tor connois
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Cochir
T'he Metropolitan Museum of Art
Harris Brisbane Dick Fund, 1917

Pierre-Jean Mariette, 1765

seurs like the Parisian Pierre-Jean
Mariette [68, illus.] the chief source of
information about the early Italian
masters and their works. Mariette

1694-1774) went so tar as to seek out
drawings owned by Vasari, and his
characteristic blue mount may be rec-
ognized on the sheets of studies from
Vasari's Libro [64, 65] that we have al-
ready encountered. Keenly responsive
to the quality of drawings, Mariette
was also accurate about their attribu-
tion—within the limits of his knowl-

edge. He based his judgments on
Vasari's and on the resemblance the
drawings bore to the painting styles of
the great masters ['his limited me thod
lends his connoisscurship a neatness
lacking in that of Berenson, W ho was

obliged to account for many redis
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covered minor talents

69. Giorgione (?), Cupid Bending a Bou
I'he Metropolitan Museum of Art,
Rogers Fund, 1911

An example of Mariette's dis-
criminating connoisseurship is pro-
vided by a red chalk drawing [69,
illus.] he once owned, now in the
Metropolitan Museum. It depicts
Cupid bending a bow. Mariette’s attri-
bution of the drawing to Giorgione has
been supported by modern art-histori-
cal research, which points to Vasari's
mention of a Cupid from Giorgione's
lost mural decoration of the Fondaco
de’ Tedeschi in Venice. It may well
be that Mariette himself connected his
drawing with Vasari's comment. Note
the way he set the original rectangular
sheet into another one, on which is

drawn a semicircular niche, suggesting
that Mariette associated the fore-
shortened figure with a wall
decoration. #

Whether or not Mariette was cor-

rect in attributing this drawing to
Giorgione, on the basis of a hint in
Vasari, he was surely right in deducing
from its fine quality that it was by 4 F
major Venetian master. An amateu;
dealer, as well as collector, Mariett
in fact, united both of the traditiona]
concerns of the connoisscur: the per
ception of (]IMIH\ and the re ognition
of individual styles among artist
I'hough methodical connoisseur ship
thus flourished in the eighteenth
century, it was limited, where carly
Italian art was concerned, to drawing:
Mariette and his contemporaries pro
ferred paintings by such established
High Renaissance and baroque masters
as Raphael and the Carracci. But b
tween the time of Mariette and Beren
son, radical changes in historical per

ception and taste brought the Italian

70. Larkin Goldsmith Mead, James
Jackson Jarves
Yale University Art Gallery, Gift
of Mrs. Walter Raleigh Kerr

primitives to light. If Berenson’s career
represents the last phase of this redis-
covery, the pioneer collector of Italian
primitives in America was James Jack-
son Jarves (1818-1888). Jarves [70,
illus.] brought together a w ell-known
group of paintings that, having aroused
little interest in Boston and New York,
came into the possession of Yale Uni-
versity in 18715 The collection did not
consist of masterpieces, Jarves admit-
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=1. Plate from Art Studies. The "Old
f
Masters”’ of Italy Punilmg
Marquand Library, Princeton
University

72.

Fiorenzo di Lorenzo, St. Jerome
Yale University Art Gallery,
University Purchase from James
Jackson Jarves
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inalysis. In the case of the St. Jerome
illustrated in Art Studies and given
today to Fiorenzo di Lorenzo, Jarves
handily found a solution for the at
tribution of the panel by turning, as
had so many other connoisseurs, to
Vasari's Lives. There he read about a
painting of that saint by Filippo Lippi
that belonged to the Medici, and so,
without any visual evidence, Jarves
claimed that his was this version of the
theme. #7

It is his hopeful attributions to
Lippi, Giotto, Masaccio, [eonardo,
and other great masters, and not only
American cultural backw ardness, that
explain why Jarves was unable to dis-
pose satisfactorily of his pictures. The
about his attributions was

skepticism
warranted, as they were historically
ally prompted. Yet
loubt that he honestly

tion as a compre:

rather than visu
there can be no ¢
regarded his collec
hensive survey. And no st
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Ing appreciation for the primitives on
the part of collectors and their corre
sponding rise in value that gave a
whole new impetus to connoisseur
ship. Had Jarves been able to demon
strate that his St. Jerome was, in fact
the Lippi owned by the Medici, and
not, as it turned out, by a minor Um-
brian artist, it would have been pr!/ul
much more highly. What was needed
then. was a reliable way of making at-
tributions

['he systematic study of Italian art
was first undertaken by Joseph Archer
Crowe (1825-1896) and Giovanni Bat
tista Cavalcaselle (1820 1897), the
joint authors of A New History of

Painting in Italy.® 1t was they who fi-

nally took the painstaking, direct ap-
ks of art long endorsed in
in so doing they

r l\nn\\lu\gt of

proach to wor
the literature, and
contributed much to ou
[talian painting. But, Berer
| the method that was pro-
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vided by Giova
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was Morelli [73, illus.] w
her husband into a connoisseur. Ber-
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whom he may already have l‘kt;ld at
Harvard, n January 1890. Their

meeting did not Jead to friendship,

t Morelli,
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74. Page from Morelli's Notebook of a
Journey to the Marches with
Cavalcaselle
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Johann Baptist von Spix, Cephalogenesis,
National Library of Medicine, Bethe sda

followed. These works were supposed
to have been written in Russian by one
Ivan Lermolieff,” an anagram of
Morelli’s name, and translated into
German by “Johannes Schwarze,” a
Germanization of it. In imaginary
dialogues meant to mystify and con
found his adversaries, Morelli assumed
the identity of a Russian seeking in
struction in the fine arts. 90
Like Cavalcaselle, Morelli—in the

beginning at least—relied on his own
drawings of works he had seen. A
hitherto unknown notebook [74, illus.]

he made of a journey to the Marches

with Cavalc iselle in 1861 includ :
ketch of Piero della Francesca’s frec
f Sigismond Malatesta in Rimin;
.wlhx mment ibout the « mpe s
vid the color of the costus

What really distinguished Morelli »
connoisseur, he [ T
around in the study of medicin ‘
Frained in Munich as a doctor, hi
I""'l" vas comparative anatom

['his particular turn of ming

77. Page from Italian Painters Critical
Studies of Their Works
Fine Arts Library, Harvard University

in an unpublished sheet of drawings of

four monkeys’ skulls [75, illus.] that
Morelli made as a student. More 1n-
teresting even than the subject of the
drawings is their origin They have all
been accurately copied from ] B.
Spix's manual of comparative anatomy
entitled Cephalogenesis [76, illus. | of

1815. Morelli's anatomical copies after

Spix's manual illuminate his later
method of copying and thereby record
ing how painters rendered human
anatomical details. Plates delineating
hands [77, illus.] and ears [78 I
from one of Morelli's books, indicate
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testimony of the forms peculiar to each
great master with which observation
and experience have made us familiar,
we shall continue in the same atmos-
phere of doubt and uncertainty, and
the foundations of the history of art
will be built as heretofore on shifting
sands.” He was convinced that “it is‘
absolutely necessary for a man to be a
connoisseur before he can become an
art historian, and to lay the founda-
tions of his history in the gallery and
not in the library.™?

Morelli’s greatest discovery con-
cerned a mislabeled picture in the
Dresden Gallery that he identified as
Giorgione's Sleeping Venus. Still more
important than any single reattribu-
tion, however, was his reconstruction
of the early work of Correggio. One of
eight previously unrecognized pictures
hc added to the artist’s oeuvre, the
ll-lllt‘ Mystic Marriage of St. Catherine
[79, illus.] is now in the National Gal-
lery. Morelli observed of the painting
that the “hands, with the broad :
metacarpus, resemble those of Lorenzo
Costa, but the expression and move-
ment of St. Francis are wholly Cor-
reggesque, and such as we find in his
later works. The form and decoration

rarese in origin (Costa). And to prove
that the picture was by Correggio he
r minor, architectural

ainly by the

compared anothe
detail to one in a work cert
Nonetheless, we may suspect

artist.
Morelli's attribu-

that the real basis for
tion was the more basic fe
as the “expression and
a figure that he found
“wholly Correggesque.” 93 [n any case,
Morelli's approach has, partly due to
Berenson, been broadened in the
ntury, so that not only
diosyncrasics but more

atures of the

painting, such
movement’” of

twentieth ce
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To Morelli's means of classification,
Berenson added a quality of mind de-
rived from yet another tradition, that
of late nineteenth-century aestheti-
cism, specifically as it relates to the
[talian primitives. This tradition,
ver. was first preceded by ap-
proaches that were by no means aes-
thetic. The identifiable beginnings of a
tic response to carly [talian
art date from just before and during
the Napoleonic era, when members of
the French colony in Rome took up
what had previously been an erudite

howe

pre-aesthe
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cipl imed A 1 Montor (1772
)
549 By tl arl ineteentl
: ‘ :
entury, de Montor had gathered —
1¢1l ) { , " nay
easily and cheaply, we may suppose —a

representative group of no fewer than

one hundred and fifty pictures. W
cannot assume, however, that de
cognized any artistic merit
in these paintings, onlv that he meant
by acquiring them to recover a small
but significant part of the past. Som

vears later he issued a catalogue [80),

Montor re

illus.] of his holdings and two National

Gallery paintings we find are among
them. One is the profilc portrait of a
voung man that Berenson later called
the “Artaud de Montor Masaccio. 98
['he other consists of three panels

81] from a polyptych, depicting a

hieratic half-length Christ flanked by

saints \«»[ muc h of a connoisseur, (I(‘

Montor catalogued the picture as by

the thirteenth-century master Mar-

garitone from Arezzo. Berenson. who

made a study of it, more plausibly sug-

gested the Florentine, Cimabue. Spe-
ialized research has since shown that

the painting is by an anonvmous
Cimabue follower. 97

A different pre-aesthetic approach to

the primitives was taken by painters,
such as the Nazarenes, and by writers
who admired what they called “Chris
tian art.”™® Their advocacy focused on
different qualities as the source of
value in paintings. It marks a new
stage in the reevaluation of a style
whose artless simplicity was now
found spiritually rewarding and not
only of antiquarian interest.

Although the pious French Catholic

writer, Alexis Francois Rio () 99

1874 £ave no impetus

CONNoIss ey
ship, his writings about the « iy Il
ian masters, translated as T, Poetr a
Christian Art, did arouse wid. Prea
sympathy for their works 9 Ric
Protestant counte rpart was the mid
Victorian moralist Lord | indsas
1812-1880). who wrote Sketch. of 1l
History of Christian Art in 184 But
it was Mrs. Anna Brownell Jameson
[82, illus.] who was the m t widel

32. Portrait of Anna Brownell Jameson in
Sacred and Legendary Art
Library of Congress

read English writer on art during the

nineteenth century—to judge from the

many editions of her books. In illus-
trated volumes, collected under the
title Sacred and Legendary Art, Mrs

Jameson chided connoisseurs for their
preoccupation with the established
masters and their indifference to the
value of subject matter, which she
elucidated from early Christian times
onward, emphasizing the primitives
he copy exhibited of her Legends of
the Madonna as Represented in the Fine
Arts [83, illus.] reproduces a Perugi-
nesque Annunciation [84]. Sig-
nificantly, the illustration omits the
grotesques which appear below in the
painting and which, though integral to
it, might otherwise have detracted
from her discussion of the event

portrayed. Mrs. Jameson was no con-

noisseur, but her descriptions came
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from and prump\u\ a careful examina
tion of the subject of a painting l,}h
kind of iconographical variations she
noted correspond to the idiosyncrasies
of form that capture d the attention of
Morelli and Berenson. Though in
spired by Rio, Mrs. Jameson's contri
bution goes beyond his moralistic ap
proach because she evolved what
amounted to a new way of scrutinizing
works of art.'® We have seen that an
antiquarian interest first readmitted
the precursors of the preferre d masters
into the history of art. Then, in
moralizing about artists like Angelico
and Perugino, Mrs. Jameson gave an
other reason to admire their work
An aesthetic response to the early
painters was beginning to emerge
however impure. Its equivocal spokes
man was John Ruskin 1819-1900
the greatest and most influential art
critic of his time. Ruskin [85 illus. |
was much indebted to Rio and
Lindsay, whose religious bias he
nevertheless transcended in critical

102
passages of great beauty and insight

He placed value not only on the rrh1
3 : a

gious message of a work of art but ;

on its form. In Modern Painters anc
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proach because she evolved what
amounted to a new way of scrutinizing
works of art.'® We have seen that an
antiquarian interest first readmitted
the precursors of the preferred masters
into the history of art. Then, in
moralizing about artists like Angelico
and Perugino, Mrs. Jameson gave an-
other reason to admire their work.

An aesthetic response to the early
painters was beginning to emerge,
however impure. Its equivocal spokes-
man was John Ruskin (1819-1900),
the greatest and most influential art
critic of his time. Ruskin [85, illus.]
was much indebted to Rio and
Lindsay, whose religious bias he
nevertheless transcended in critical
passages of great beauty and insigh
He placed value not only on the reli-
gious message of a work of art but also

on its form. In Modern Painters and

1.102

other essays,
athet
primitives.” the term
that now began to be

Ruskin wrote symp
ically about the

used in praise of
a pre-Renaissance painter or picture, 193

3y the time Berenson came to Ox
ford in 1888, madness had torced Rus
kin from the lecture podium, and Ber
enson alterwards claimed to have read
the author little or not at al] 104 Per
haps he agreed with his wife who
wrote that it is “casy to say that [Rus
kin] is a great prose writer who hap
Pt ned to treat of art; an «‘lru|m nt
moralist who drew sermons from pic
tures and buildings; a brilliant but
hopelessly contradictory thinker who
astonishes by flashes of insight and ir
ritates by confusion and wilfulness;
but it would be foolish not to acknowl
edge in him a sensitiveness to what is
beautiful in art, unprecedented in a
writer and almost miraculous in a
moralist.”"'% His high-mindedness
aside, Ruskin's intensity of vision of
art and nature permeates his writings
and can hardly have failed to impress
Berenson.

Berenson's attitude toward early

Italian painting may not come from

85. John Ruskin, Self-Portrait with
Blue Neckeloth. : .
The Pierpont Morgan Library,
Gift of the Fellows

86. Sir Edward Burne ¢ fro
Fitzwilliam Museum, Cambridge

Ruskin, then, but it certainly owes
much to the pre-Raphaelite Brother-
hood. Ruskin at first believed that
carly Italian painting had actually been
reborn in the work of the group, first
formed by Rossetti, Millais. and Hol
man Hunt in 1848. These young men
claimed to have discovered their sense
of purpose while turning the pages of
Carlo Lasinio’s book of engravings
alter frescoes by early Italian artists in
the Campo Santo at Pisa.'% Yet at
least in their formative years, the
Brotherhood never went to Italy to
seck what was supposed to be their
source of inspiration. It was the
second-generation pre-Raphaelite Ed-
ward Burne-Jones (1833-1898), who,
deeply involved with Italian art, made
no fewer than four trips there between
1859 and 1873.'%7 During these he
made pencil and watercolor copies of
works he admired, pre-photographic
records that served him later as
sources for his own designs. Dating
from the artist’s first visit, one sheet of
copies from an album [86, illus.] fea-

-Jones, Page from an Album of Copies.




vas his teacher and a friend

it Burne-Jones. Jarves, who dedicated

Art Studies to Norton (1828-1908), in

troduced him to Ruskin, who deeply
influenced Norton's life and work.11°
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! Wal Pater
{
traveling to Italy in search of an influence in shaping his attitude t
| medieval past, Norton re ward connoisseurship. Thu ‘
\merica to become the first the vouthful aspirant to cultur At
fessor of tine arts at Harvard to Oxford in 1888 he sought out
ere he preached on the art and Pater, requesting permission to attend
rchitecture of the age of Dante, about his class. Berenson was refused, and
=

he was an authority. Though as

St

ident Berenson majored in litera
ture, he attended Norton's lectures
and made his acquaintance. One day
is said to have brought Norton a

book he had been reading, Walter
Pater’s Studies in the History of the
Renaissance, in which the author urged
an aesthetic view of life and art on his
voung readers. Norton returned the
book, saving that it was only fit to be

read in the bathroom.'*! Complaining

ifterwards that Norton's interest in art
was only “historical and illustrative,”
like that of Jarves and of Mrs. Jame-
son, Berenson resented his teacher’s
lack of sympathy.!!?

['o Norton's ethical approach Beren
SON OppoOst d an aesthetic derived from
his reading of Pater [89, illus.], who,

along with Morelli, had the greatest

although he treasured Pater’s reply
[90], he never became a direct dis
ciple, as did his friend Oscar Wilde

[he Renaissance was, nevertheless, s

important for Berenson that it even in
spired him, with Pater's other writ

ings, to make of his life a work of art D

[hrough the contemplation of past
art, Pater sought an ideal form of exis
tence for the present. Thus, in the
famous passage on Mona Lisa, the pic
ture becomes a symbol, not only of
Leonardo’s imagination but of the
whole magnetic spirit of the Renais
sance. On the other hand, the essay on
the school of Giorgione, added to the
third edition of the Renaissance [91],
contains the equally famous phrase “all
art aspires to the condition of music.

Such an emphasis on sensuous form

mav have seemed to Berenson to justity
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sual memory might retain To Paters
heightened awareness then, Berenson
dd(iud Morelli's detachment and the
process by w hich he claimed to enter
into the spirit of a work of art became
in practice, a careful scrutiny of it
Berenson's aestheticism, the delight he
felt in works of art, did not allow tor
any narrow preoccupation with au
thorship, the trap into & hich Morelli
had fallen. At the same time his need
to bring order to the study of Italian
painting kept him from being merely a
dilettante.
Just how \\u-p\\ Berenson was -
volved in the movement of which Pa-
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two before this masterpiece of all
schools, and then we went to work. 1%
Yet Berenson s s¢ nsibility served him
well as a connoisseur. What he shared
with Pater was chiefly a concern with
the effect a work of art has on the
viewer in the moment of perception
Like an artist copying a picture, he
sustained contact with a work of art so
that it made a deep impression his vi-
sual memorv might retain. To Pater’s
heightened awareness, then, Berenson
added Morelli's detachment, and the
process by which he claimed to enter
into the spirit of a work of art became,
in practice, a careful scrutiny of it.
Bcrrnsunk aestheticism, the delight he
felt in works of art, did not allow for
any narrow preoccupation with au-
thorship, the trap into which Morelli
had fallen. At the same time his need
to bring order to the study of Italian
painting kept him from being merely a
dilettante.

Just how deeply Berenson was in-
volved in the movement of which Pa-
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4 S his remarks. worth quoting
woth. about a Young Knight | il
lus. ] by Girolamo Savoldo, now in the

National Gallerv. Coming upon the

portrait in the Liechtenstein Collec
Vienna, Berenson wrote in his
us early hand to Mary on Oc

tober 23, 1890 [94], that he

nothing for two hours but look
at it. So absorbed in a picture |
have not been In a }wn;; time. Gas-
ton de Foix sits in a chair draped
in a mustard colored cloth. He
wears a bre J\IPJM! over a (lt cp
crimson tunic. He holds a broken
staff in his hand, to signify an
early death, of course His
tace is turned slightly to the right
I'he eyes are large, soft, and inde-
scribably beautiful; the nose
straight, the mouth firm and
sweet. A severer and more lovable
face I never have seen. . . . If
Braun has photographed it, it
shall hang in my study, if ever I

Savoldo, Portrait of a Knight

95. Bernard Berenson, 1891

Renaissance Studies

,\, . Art. Samuel H Kress Collection

have one. Who was Gaston |
hardly know. . . . To be very
beautiful, and to die very young,
what greater distinction can there
be? . . . I dare say you will think
me—no, not you, but most people
would think me, sentimental and
namby-pamby. But beauty is su-
preme, and its greatest manifesta-
tion is in the perfect ephebe, so
rare a creature that one can count
them on the fingers of one hand.
Gaston de Foix certainly was

one 116

I'his passage is more than a perfectly
Paterean reading of a Renaissance
portrait which Berenson fancifully
called Gaston de Foix. Mary described
the young Bernard as a “beautiful and
mysterious youth,” and if we compare
Savoldo’s portrait with a photograph of
Berenson [95, illus.], dating from this
time, his interpretation of the painting
comes to seem highly personal, even
narcissistic. Though Berenson'’s ac-
count may tell us more about himself

Villa I Tatti, Harvard University Center for Italian

than it does about this picture, his
pointed descriptions are generally per-
ceptive in what they reveal about
works of art. He simply looked more
carefully than Pater did.
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) had an experience
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the town of Bergamo. hv. and a friend
r(‘sﬂl\l‘d to devote their lives to con
noisscurship. “We shall give ourselves
up to learning to xhstn?glll\h l)}‘l“ een
the authentic works of an Italian

r of the fifteenth or sixteenth

painte :
and those commonly ascribed

century, ;
to him. Here at Bergamo, and in all

the fragrant and romantic valleys that
hranch out northw ard, we must not
stop till we are sure that every Lotto is
a Lotto, every Cariani a Cariani, every
Previtali a Previtali. . . .”""'7
Connoisseurship was, accordingly,
the theme of Berenson’s first major
essay on art, an unfinished fragment
begun around 1894 and published as
“Rudiments of Connoisseurship™ [96]
in 1902. In the essay Berenson
claimed that the basis for connoisseur-
ship must be the work of art itself, not
documents or tradition, which serve
merely to confirm an attribution made
from style. Having assimilated the
Morellian method of saying who
painted what picture, Berenson went
on to offer a logic for it. If such forms
as the ear and hand were clues left
unwittingly by the artist, they were
significant, he decided, only in so far
as they were not vehicles of expres-
sion, did not attract attention, were
outside fashion, and could be uncon-
scio,usl_v repeated. In this way Beren-
son’s dislike for emotion in art (he pre-
ferred Piero della Francesca over
Leonardo) led him, as a beginning

BERENSON'S METHOD

(nnnuiix\(‘m, to relate the minor details
on which he relied to the expressive
structure of the work as a whole.
We may justly regard this method

of ¢ onnoisseurship of details as part of
a characteristic mid-to-late nineteenth
century way of seeing works of art. As

a method of attribution, however, it
was inadequate and misleading. For
congruence of details, the essence of
the Morellian system, is necessary but
not sufficient to make an attribution.

A contemporary novelist, like Henry
James, could have cautioned the y()ilng
Berenson, with whom he was, in fact,
acquainted, that it is the telling detail
that counts. To be meaningful, the de-
tail that the novelist invents and the
connoisseur selects for comparison
must be treated as integral to the
whole conception of the artist. It is the
total structure of a work of art that is
characteristic.

Berenson limited himself in the
essay of 1894 to the “more or less
measurable elements in pictures with
which the science of connoisseurship
must reckon.” Quality was more diffi-
cult to demonstrate. Berenson's sub-
sequent concern with quality marks a
significant advance over the method of
classification devised by Morelli.''®
Here we must recall that Morelli was
nearly sixty years old when he pubj
lished his studies in connoisseurship.
Berenson emerged upon the scene as a
connoisseur at the age of thirty, with
more than sixty productive years
ahead. He thus had ample opportunity
imself whether

to discover for h vhe
infallible or not.

Morelli's views were

Bl iy LA T A e T

y must be right; soon
enough, however, the evidence of his
own eyes forced Berenson to reject cer-
tain of the master's attributions and to
doubt the efficacy and legitimacy of his
method. Berenson grasped that ‘u)nf
noisseurship can never be an exact sci-
ence but must depend upon the intui-
tive and analytical capacities of an
individual.

Though Berenson adopted Morelli's
method, his concern with quality links
him to earlier connoisseurs, like
Mariette. Quality, moreover, led beyond
attribution to the more difficult yet
rewarding task of defining artistic per-
sonalities.® Berenson came to believe
that if great artists differ in detail from
one work to another, they maintain a
more or less consistent level and type
of quality. “Level” of quality simply
means imitative skill and refinement.
“Type” of quality is presumably what
we mean by “structure.” This notion
seems to conjoin the two main tradi-
tions in which Berenson was working.

For Pater the work of art stood for the
artist’s mind, whereas for Morelli it
represented the product of his hand.
Connoisseurship, as Berenson came
increasingly to regard it, was no longer
restricted to noting morphological :
idiosyncrasies but involved an analysis
of more essential factors of style. :
Though he never entirely gave it up,
nson's dissatisfaction \\'ith the
Morellian method prompted h}‘“ 9
write further about itin a scncs‘of ar-
ticles, collected as Three ESS_“)’S med
Method [97] in 1926.12° Their stat

Bere
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purpose was to let students into m :
workshap.” Berenson s previous study

of medicval painting had underscored

the fact that \lnn‘“l 'l”('r(‘ll no ex
plicit method for establishing the

school and date of a given work of art
121
it to a particular master I'hus, al

painters, Berenson broadened the
scope of his investigation to in lude
costume, depicted architecture and
even iconography, as we Il as morpho
logical details, in order t identify the
period and place of origin of a given
work. The book comprising the essavs
purports to show Berenson § wor king
procedure, but it reads more like a
lengthv reexamination of re sults
reached by what must have been a
more intuitive process
From defining the nature ol known
artists, Berenson went on to create art

istic personalities in a way that reveals

nnoisseurship. Having ob

hat certain paintings attributed
1asters were apparently

er, unknown artsts,

the work of ott
Berenson grouped them together under
temporary designations for research
and reference. In the case of the
Master of San Miniato [52], for
example, he chose a painting in the
town of San Miniato to provide an
identity for the unknown artist to
whom he attributed other pictures in
the same stvle.’?? Or else Berenson
adopted a name to stand for an artist’s
personality, what he would have been
called, we might say, had he been a
painter only and not a person. This
procedure worked for the so-called
Alunno di Domenico,” a pupil of
Domenico Ghirlandaio, whose real
name, Bartolomeo di Giovanni, was
discovered afterwards.123
The most ambitious of Berenson's
creations was, of course, Amico di
Sandro, that “friend of Sandro” Bot-

ticelli, most, if not all of whose paint-

when it was-not a matter of attributing

h P
though the essays concern Renaissance

100. Bernard and Mary Berenson, 1898.

Villa 1 Tatti, Harvard University Center for Italian Renaissance Studies

ings turned out to be early works by
Filippino Lippi.>* No fewer than four
Gallery paintings once belonged to
Berenson's group, including a small
panel of Tobias and the Angel [98]. The
original name chosen for this invented
master was more conventional, the
“Master of the Morte di Lucrezia,” re-
ferring to a work in the Pitti Gal-
lery."®® Berenson opted for “Amico di
Sandro” presumably to lend some life
to his creation, which, nevertheless,
he was prepared to repudiate in the
1932 edition of the Lists. Berenson's
failure to recognize these works as by
the early Filippino is typical of
Morellian connoisseurship. By focus-
ing too exclusively on details, Berenson
overlooked more basic similarities of
style and structure that link the Tobias
with a mature and more easily recog-

nizable production of Filippino, like
the Pieta [99], also in the National
Gallery. Berenson's invented per-
sonalities may be less convincing than
those he defined for known artists. Yet
it is such a concept of artistic personal-
ity that lends significance to observa-
tion about paintings. Thus it often
happens that what scholars similarly
observe, they interpret differently. For
this reason, connoisseurship cannot be
objective, as there is no practicable
way to test a given concept of an art-
ist's personality, except by means of a
consensus among scholars.

Mary Berenson [100, illus. ] was the
first of many collaborators that also in-
cluded Berenson's longtime compan-
ion, Nicky Mariano. In the pioneering
days of connoisseurship, however,
Mary (1864-1945) was more of a co-
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Mary claimed to have joined Bern-
ard in ara\\ing up the pamphlet on the
Venetian exhibition of 1895 [15, il-
Jus.], and, in fact, their annotated
copy of the official catalogue at I Tatti
shows that it was she who crossed out
the name of Giorgione for the Holy
Family [16, illus.] and wrote “Catena.”
How they worked together may be seen
in two notebooks, which reveal that
Bernard and Mary actually put into
practice the method they had learned
from reading Morelli. One [101], rec-
ording trips to Venice and the Veneto
in 1891-1893, includes a sheet with
Mary's rendering of the type of ear de-
picted by Gentile Bellini on the organ
shutters of San Marco. The other
!ﬁtherto unpublished notebook [102,
illus. ], made in north Italy in 1892-
1893 and again in Mary's hand, in-
cludes comments and sketches of the
out found in Morelli’s notebook [74,
lﬂus.]., hers relating to the Perugino
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: career and to her own famil
decause she signed hergelf M‘ 5
gan, the pseudonym she
not generally recognized
Mary who, as
own right,
Bernard

ary Lo-
adopted, it is
; that it was

a5 fine scholar in her

‘ first contributed more than
Tna did to the literature on It
painting. Moreover, it w
Bern

alian
as Mary, not
, ard, who lectured on cohnolsse
ship during their epochal trip to :
t:::,::;;]l( .: :‘L):i);;]l 9.( )4‘ and fl{'(l-r\\ ards.
: gs, she even re-
by ed Berenson's Florentine Painters.
referring to it as “something of a sur-
prise”! % An ideal subject for a
feminist, we might say, Mary's writ-
ings betray early signs of interest in
the female role in art and literature.130
Soon they became more specialized, as
she shared Bernard's passion for con-
noisseurship.'® Mary's more selective
approach is suggested by her Guide to
the ltalian Pictures at Hampton Court
[103] of 1894, in which she aimed to
separate the wheat from the chaff.
The catalogue, compiled according to
Morellian principles, was undoubtedly
a joint effort, but in this case, Mary
got the credit. For all her application,
though, Mary tired of the minor mas-
ters who occupied more and more of
Berenson's attention, as he updated
the Lists, and she gradually withdrew
from the project.
The kind of painstaking effort that
lies behind the laconic Lists may be
d from a comparison of two
r one incorporating
corrections made in Mary Berenson s
hand, to the first. App.endcd. to the :
four essays on the Italian painters ot :
ai ., of 1894-1907 were In
the Renaissance ety =
dexes of their works (104, IUS
o meant merely to inform
indexes were mean e
the reader where to find typic .
by the masters treated in the essays:

ur-
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hurriec F)tluw the original as an object
n?%}t:(;:psn Kenneth Clark has re-
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and though he
omitted paintings from the early Lists

because he had not examined them 135

half a century later Berenson con

fessed that “on the pretext of having to

see certain works of art [107] and to

Renaissance

-ently recounted just such an ..lhu:b ‘,ﬁ
see them where they grow, I make L;T,t(;grklph\ in c()nnnisscu-r\hlp sa
‘ er: Harvard Universitv Center for Italian Renaissance Studies costly tours and give them time that in 3()ung apprcmiﬂ' at 1 Tatti, hcd:\tds- G
: . RSN shapes as characteristic of an artist deepest conscience I suspect of being éi\’t‘n the Titian h)l(‘lcig)lir:}i 5
I'h et e cather than colors and textures, which unnecessary. For the task in hand, the that time haf‘ not )L <
iChi from collection to another the camera failed to record adequately. time could have been better spent in he admitted, 'n()l' ? “i‘;' ; ;»\\ more
e ’, | ““ el n in which all the Among the first generation of scholars the library, with books and phuti» , Venice. Nothing cou ( 5{\1 e
schools I re brought together: the that took to photography, Berenson in graphs. It is there, anu! m,n picnicking clearly the hollow IA\cis\};‘l t ft]g‘hi‘(lndbh’-
Italian Pictures of the Renaissance [105] particular embraced it as the essential around, that scholarship is apt to be art-historical studies then fas
f 1932. The indexes, in other words
outgrew the essavs. To be exhaustive,

the new Lists of works assigned to

and still, 1 believe, in certain insti-

tutions, that | should have been r\—h
5 ould :

pected to determine from photograp

PR B
alone, the authenticity ot works by
139

vainters bv Berenson included work
I

shop products, copies, and imitations

I'he changes show that Berenson con-

supreme colorist. | e
Nevertheless, photographs provie
ceived of attributions as hypotheses, to Novaieles, o : u)mpdnngd .
works of art too numerous and oo dis
tant geographically to be studied di- ‘
rectly, and connoisseurs began at onc
to collect them, eventually forming at
chives that have since become availat
to other qualified scholars. Thc: pl‘mt‘
graphs gathered by Berenson, for in-
stance, many of them from dealers 2
collectors, have been reinstalled at 1
Tatti [109]. Those belonging to his
league George Martin Richter becar
the nucleus for the now vastly ex-
panded holdings of the National Ga
lery's Center for Advanced Study 1

be advanced and confirmed or dis-
carded. Eventually the Lists got so
long that they separated again. The
last, illustrated editions [106] came out
shortly before and even after Beren-
son’s death in 1959.1%2
If lists are physical traces of a proc-
ess of comparison and revision, photo-
graphs are the tools of that process. It
was Morelli, according to Berenson,
who first made systematic use of pho-
tographs, as well as drawings, to aid
him in recalling art works he had seen.
Morelli’s adoption of the new medium
follows logically from his selection of

108. Bernard Berenson examining photographs, 1956.

Villa I Tatti, Harvard University Center for Italian Renaissance Studies
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trained memory

ol connoisscurs of B renson s genera
tion was supplemented or even substi
tuted by a mechanical fac ulty of visual
recall, a “democratic” process parallel
to the way photography itself ¢ nabled

unskilled draftsmen to create images

Photographs! Photographs!” Beren

son exclaimed in the 1932 edition of
the Lists. “In our work one can never
have enough.” How he used photo-

it of a Man.
110. Andrea del Castagno, Portrait of a Ma

National Gallery of Art,

Andrew W, Mel

graphs to revige the Lists m
m relation o \ndre
Portraiy of
National (

ay be seen
adel ( astagno's
a Man [110. illus.] in the
sallery. Thig forcefyl
POTtrait was re orded by the Bere
in the early 1890s, when it belonged o
the Toy nglani family ip | lorence.
Soon afterward the
anothe r colle tion
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¥ saw it again in
in Paris. In their
entries in unpublished notebooks they
attributed the picture to €
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l'hey dese ribed

as well the vivid color
lacking in an old phntngmph [111)of
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attribution history of the picture. In
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113. Raphael, The Alba Madonna
National Gallery of Art, Andrew W Mellon Collection 1937
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rse of a photograph of Andrea del Castagno's

rtrait of a Ma ! Tatti. Harvard University Center for Italian

vhon yortrait as once A\Lrlbui
Berenson, in the larger and looser
handwriting of his later years, sug
oested. instead of Castagno, the name
Antonio Pollaiuol Accordingly
from a label at the bottom we learn

that he gave the painting to Pollaiuolo
in the 1932 and 1936 editions of the
Lists. Other scholars disagreed, pre-
ferring the Castagno attribution, to
which Berenson returned, and this too
we gather from vet another inscription
on the back of the photograph.'! The
suggestion Berenson once made of Pol-
laiuolo nonetheless remains worthy of
consideration as an alternative to
Castagno

If modern connoisseurship depends
upon photographs, their reliability as

S

records of works of art needs to be as-
sessed. We are concerned to know not
only how the connoisseur makes his
decisions but also on what basis,
whether on the object itself or from
photographs of it. Overcoming the hos-
tility of museum officials, mid-
nineteenth century photographers at
this time began systematically to re-
cord works of art, which, because they
are motionless, well suited the task.'*?
By the end of the century photography
had superseded metal and wood en-
graving and lithography as the stand-
ard method of reproducing visual
images.

Before photography, masterworks of
painting were engraved again and
again. Two such engravings of the

Alba Madonna [113, illus.], made
while it was in a London collection
early in the nineteenth century, eac h
make a different statement about the
original. In her introduction to the
catalogue of the collection, Mrs. Jame
son praised the “pure and correct
style” of the plates [114, illus.], drawn
and engraved by F. Joubert. Much as
Berenson would later use photographs,
she indicated how engravings were
meant to be “retranslated™ “Even a
slight memorandum of such a composi
tion as . . . the Holy Family of
Raphael will make it start up before
the fancy in all the beauty of various
tints, all the magic of chiaro-scuro.”'*
This particular print (actually a litho-
graph after a line engraving) would
prove invaluable to connoisseurs, Mrs.
Jameson predicted, since the picture
itself had just been acquired by the
Hermitage Museum in Leningrad.
The purportedly accurate Joubert
print differs from another, more elabo-
rate folio engraving [115, illus.] by
B. Desnoyers.'** The two prints dis-
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114. Plate from Collection of Pictures of W. G £
National Gallery of Art
agree, not only in scale but also in

overall tonality, as W ell as details of
costume and setting. As Berenson saic
“no engraver, however W ell inten-
tioned, can help putting a great dL_Lx\ x
himself into his reproductions.”'®
Moreover, due to technical limitatior
of the medium—ink on paper—both
prints fail to reproduce the surface
characteristics — color and paint
handling—of the picture. They trar
mit only the design. Connoisseurs b
fore Berenson, relying on engraving
“no matter how good a general noti
of a painter’s various compositions
might have drawn from this sourcc
could have next to no acquaintanc
with those subtlest elements of hi
style which distinguish him from
mere copyist or clever imitator.” "
However inaccurate, though, ¢
gravings were preferable to the e:
photographs of paintings. The di:
librium of color values in the old
lodion negative led photographer
work from engravings after paint
An example of such a copy of a ¢
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Moreover, due to technical limitations
f the medium —ink on paper—both

i ail to reproduce the surface

prints I
characteristics—color and paint
handling—of the picture. They trans-
mit only the design. Connoisseurs be-
fore Berenson, relving on engravings
no matter how good a general notion
of a painter’s various compositions they
might have drawn from this sourcc
could have next to no acquaintance
with those subtlest elements of his
style which distinguish him from the
mere copyist or clever imitator.” 14
However inaccurate, though, en-
g:’“"ES were preferable to the earliest
l[:b:::,i,r‘:zh; ;:f pé}rtings, The disequi-
e lor values in the old col-
o f:}tﬁat‘n e lcsj photographers to
engravings after paintings

An e 3
xample of such a copy of a copy of

Esq. of Londo 115 :
A. G. Louis Boucher Desnovers engraving of The Alba Mad
adonna

National Gallery of Art

the Alba Madonna appears in a mono
graph on Raphael [116]. The print
emploved may be recognized as Des-
noyer's engraving. This process seems
strange to us, in view of modern
screened halftone reproductions, but
writers on art at that time were used
to dealing with reproductive engrav-
ings. Only gradually was the practice
of photographing prints after paintings
replaced by photographs made directly
from the original works and, in book
illustration, by photogravure and other
photo-mechanical processes.”
While the artistic merits of photo-
graphs were debated, few critics
thought to question their value as vis-
ual records. The very traits that
tainted them as creative art— their ob-
jectivity and reproducibilit
them ideally suited as copies.
romatic plmmgmphs of
ared in the 1880s,

y—made
Thus

when orthoch
art works first appe
Berenson claimed that
color, they are the pictures t
148 Yet a large

on a smaller scale.
1t of the Alba

format carbon prir

“Jeaving out the
hemselves

Madonna [117 ], made by Braun in the
Hermitage, shows that this kind of
photography of art can be misleading
t00.14% The orthochromatic negative,
sensitive to the cool end of the color
spectrum, failed to differentiate the
tonal values of the blue in the Madon-
na’s robe and of the red in her dress;
they look as if they are alike in color
Apart from this technical deficiency,

the early photograph [117] reflects

a way of seeing the work reproduced
characteristic of engravings. It
ainting all around, thereby

crops the p
es at the expense of

enlarging the figur
the setting Raphael provided for them.
Moreover, the light-dark pattern of the
its rather dry quality

photograph and
he conventions of an

seem to follow t
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photograph because the flesh tones are

too dark. By contrast, the engraver
[115, illus.] had the option of visually
emphasizing the motif in order to con
vev the artist’s intention '™

};; renson W rote \1_1!\ from \ ioenna

October 23. 1890 that he had

n
bought fortv-nine sm il photographs
ind three very large ones Don't be
surpris d he added that two of the
verv lan 168 ar f Diirer's. | got
them tor scientitic purposes
Compar the han f the \J ved visitor

Lotto's ‘Madonna with St Onoph

e f the Borghes Gallery His

- s tha it artists
: S ye broadly distin
g1 ishec the basis of engravings
pt graphs, espe ially those nean
the sca f the original, could capturc
»»»» S ) whicl
WY | ! sseurship was

I'he Alba Madonna (detail; carbon print)
Musée du Louvre

graved details was not new Juxtaposed

with an overall reproduction, they
served to underscore some point about
the history of style.'®® A ditterent pun
guided Braun in S lecting details
\//7,/ ”;lv/rruu,/
In one [118] showing the Madonna

and Child. the hands of the little St

John have been arbitrarily removed by

POS

to photograph from the

the photographer and the cross com
pleted. In another [119, illus.], with
the figures of the ( hild and St. John
nearly in full scale, the Madonna's
face has been omitted. These are pic
torial details, complete in themselves
Such vignettes were better suited for
use by the public as decoration than by
art scholars for the purpose of connois
seurship.!®

A\ modern museum photograph of
the Alba Madonna [120] is more reli
able than those made by Braun. It re

produces the painting entire, if at a

121. The Alba Madonna (detail)
National Gallery of Art

and with fully rendered
A detail of the center ol

reduced scalc
tonal values
the painting [121 illus. ] has a purely
formal character. If engravings and old
l"""“)!"'l‘l‘* were suited to their use in
past connoisse urship, based on the art
ist’s conception, the modern photo
graphic detail is equally involved with
”]"(‘4]” I‘P”I\‘i"»“l”l'\l‘l‘) Ih' Hl'l"‘lll
photographic detail, in fact, shows the
problem inherent in modern connois
seurship: a detail may be insignificant
if chosen by the art historian or photo
grapher without regard to the whol
painting. A second detail of th
Madonna's eve [122] is so enlarged as
to be meaningless to the ordinary
viewer. It too serves the purpose of
scholarship

In this century a whole range of
technical photographs which report
specialized information about the un
derlying structure of works of art have
been added to photographs taken under
normal conditions. One made of the
Alba Madonna under ultraviolet radia-
tion [123] shows some slight retouch
ings to the surface. An infrared photo-

graph [124] would reveal any more

im

L

t
I

Jonna (x-radiograph photograph

The Alba Mac

25 : .
Nallt»11;|l Gallery of Art

serious damage- The condition of the
picture is best gaugc_d,‘hn\\ ever, irf‘»m
8 «-radiograph [125, illus.], pcrmw
ting us to peer through the paint
Javers. Though Berenson never fully
utilized these techniques of investiga-
tion, they enable the connoisseur to
detcrmiﬁc what remains of an artist’s
otherwise unseeable handiwork and,
on that added basis to decide about the
attribution and qualitative importance
of a picture.
A noted historian of visual com-
munication may be right that “until
photography came into common use
there had been no way of making pic-
tures of objects that could serve as a
basis for connoisseurship of the
modern type, that is for the study of
objects as particulars.”'% Neverthe-
less, as connoisseurs became more and
g dependent upon photographs in
qlmr work, Berenson no longer be-
ll}}ewd _that “photography reproduces
:n;n(:)llj}:‘:(: "‘S‘it]is-"‘“ The kind of
Saedins, arrt'?l:'p Ot.Ographs nnrma!l\'
il C()lolst()lilcal rcsuarc.h still
et Ol'r.. S'Lallc. and paint han-
the bl u;g‘lnla . In some cases,
L L(? or hAs bccn. met by
tering color traurd[c‘ if s‘omcnmcs ﬂat—
even the colq nsparencies [126]. Yet
t photograph has not
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125, The Alba Madonna (x radiograph photograph
National Gallery of Art

serious damage. The condition of the
picture is best gauged, however, from
an x-radiograph [125, illus.], permit
ting us to peer through the paint
Javers. Though Berenson never fully
utilized these techniques of investiga
tion, they enable the connoisseur to
determine what remains of an artist’s
otherwise unsecable handiwork and,
on that added basis to decide about the
attribution and qualitative importance
of a picture.

A noted historian of visual com
munication may be right that “until
photography came into common use
there had been no way of making pic
tures of objects that could serve as a
basis for connoisseurship of the
modern type, that is for the study of
objects as particulars. "' Neverthe
less, as connoisscurs became more and
more dependent upon photographs in
their work, Berenson no longer be-
lieved that “photography reproduces
the object as it is.”'™ The kind of
monochrome photographs normally
used in art-historical rescarch still
miss the color, scale, and paint han
dling of the original. In some cases,
the problem of color has been met by
reasonably accurate, if sometimes flat-
tering color transparencies [126]. Yet
even the calor photograph has not

reached the point where it can approx-
imate the specific quality of 3 pai:tin’;
Rcmgniiing this, Berenson actually :
preferred black and w hite photo-
graphs ' and he returned again and
again to find himself stimulated by the
actual work of art. Though it has elim-
inated the need for lengthy desc rip
tions of works of art. phnmgmph\

has, like other tec hnological innova
tions, tended to remove its user from
first-hand experience. In practice, as
Berenson and other early connoisseurs
suspected, it has all oo often come to
stand for the original — so much so that
we speak of a photographic way of see-
ing works of art
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\ ’I\Hi \Ix scription, mterpretat
First [Berenson caid], a few wort I l ol it

['he portrait

wistful, intense i
ind too sincere to be \;m]l.ull)\ affectation: While th
; (

a little more than half the size of life, repregen,
1 |

appreciation
3 and abstracted type that is too self-abgor|

of the pensive

from mannerisms 9
I ‘Hl«l \hl( wayvs

the pressure of the hand and the wide-open ey ik
u

fred
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da Vinci at Windsor Castle, 2 vols. (Cambridge, 1935). ( lark has
reminisced about Berenson in a sequel to the Civilisation series
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5 About Pope-Hennessy's debt to Berenson see Essays on Italian

ulpture (London-New York, 1968), vii, ix, and especially 199-
208, “Portrait of an Art Historian,” (reprinted from The Times
Literary Supplement, Mar. 25, 1960

6 Prof. Freedberg kindly and preceptively remarked upon his

relationship to Berenson in a letter to the author dated Aug. 31,
1978

The Study and Criticism of Italian Art (London, 1901), v.
8 For his inner conflict see the late diaries (Sunset and Twilight
[New York, 1963], 400; and The Bernard Berenson Treasury [New
York, 1962]. 258, 272

9 Meyer Schapiro, “Mr. Berenson's Values,” in Encounter, 16.
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ship’s Garland— Essays Presented to Mario Praz. 2 (Rome, 1966):
233-25] s

11 The Selected Letters of Bernard Berenson. ed. A. R. McComb
(Boston, 1964), 270 (July 6, 1952).

112 Letters of Roger Fry, ed. Denys

| no. 80 Sutton (New York, 1972),

13 Exhibit Lemeti TL., N :
B ion of Venetian Art. The Neu Gallery, Regent Street,

14 '.T,hv papcrboqnd 'pamphlcl. printed at the expense of the or-
ganizer of th‘c exhibition and sold there, was republished in
Berenson's Study and Criticism (1901), 90-146. :

15 Venetian Painting Chiefly before Titian (1895), 32-33, re
printed in Stud) and Criticism (1901), 133. The painting had al
roady been listed as Catena’s in the 1894 edition of the Venetian
Painters of the Renaissance, 103 Berenson rejected the Giorgione
attribution given to a drawing in the exhibition (Venetian Paint
ing, 41), which is also exhibited here [69, illus. |

16 Letter in the Gallery's files dated Oct. 24, 1953, The pictur
appears as Giorgione's in Italian Pictures of the Renaissance
Venetian School, 1 (London, 1957): 85

17  See Venetian Painting, 8-9 or Study and Criticism (1901).
97-98

18 See Study and Criticism (1901), n. 1, p. 98; The Study and
Criticism of Italian Art, 2nd s. (London, 1902), 55-56; and North
ltalian Painters of the Renaissance (London, 1907), 255

19 “A New ‘Mantegna’ for America,” in Art in America, 6, no. 3

(Apr. 1918): 127-128; Italian Pictures of the Renaissance (Oxford
1932), 328; Italian Pictures of the Renaissance. Central Italian and
North Italian Schools, 1 (London, 1968): 242.

20 The full title is: Drawings of the Florentine Painters, Classi-
fied, Criticized, and Studied as Documents in the History and Ap-
preciation of Tuscan Art with a Copious Catalogue Raisonné. Later
editions are: Drawings of the Florentine Painters, 3 vols. (Chicago,
1938); and I Disegni dei Pittori Fiorentini, trans. Luisa Vertova
Nicolson (Milan, 1961).

21  Three Essays in Method (Oxford, 1927), p. 83.
22 Lorenzo Lotto. An Essay in Constructive Art Criticism (New
York-London, 1895), 1-3, 316-318. The picture had already been
recognized as an early Lotto by Morelli (Italian Painters. Critical
Studies of their Works. The Galleries of Munich and Dresden [Lon-
don, 1893], 46). It was shown at the New Gallery exhibition of
1895, no. 60 (Venetian Painting, 19).

23 Sunset and Twilight, 264. About Berenson’s importance for
American collectors see: Gerald Reitlinger, The Economics of
Taste (London, 1961), 197-202. Berenson commented on the
scarcity of early Italian pictures in America in “Les Peintures
Italiennes de New York et de Boston,” Gazette des Beaux-Arts, 15
(1896): 195-214. Berenson's Venetian Painting in America. The
Fifteenth Century (New York, 1916), though no mere collectors’

handbook, does surv ey Venetian pictures that had crossed the At-

lantic under his auspices. What is remarkable about the book is

that such a satisfactory account of the school could be constructed

out of American holdings brought together in less than two dec-
ades. More straightforward surveys are Lionello Venturi's Italian
Paintings in America, 2nd ed. rev., 3 vols. (New York-Milan,
1933); and his “Private Collections of Italian Paintings,” Art in
America, 32, no. 4 (Oct. 1944): 168-177.

24 Lvtl?r of Oct. 5, 1890, quoted in Mary Berenson's “Unpub-
lished Life” of her husband, chap. 2, preserved in typescript in
the archive at I Tatti.
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museum see Hendy, Gardner Museum and The Connoisseur, 198,
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ton, in Art in America, 9, no. 1 (Dec. 1920): 3-5. Berenson's arti-
cles on Hamilton's pictures include the following: “A New "Man-
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America, 8, no. 6 (Oct. 1920): 251-271 (reprinted in Studies in
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ticelli Portrait in the Collection of Mr. Carl W. Hamilton,” Art in
America, 10, no. 1 (Dec. 1921): 26-30; “Due Dipinti del Deci-
mosecondo Secolo Venuti da Constantinopoli,” Dedalo, 2, no. 5
(Oct. 1921): 285-304 (reprinted in Studies in Medieval Painting,
63-74); and “Prime Opere di Allegretto Nuzi,” Bollettino d' Arte,
I, no. 7 (Jan. 1922): 297-308 (reprinted in Studies in Medieval
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39 The anecdote is repeated, somewhat varied, in Nicky
Mariano, Forty Years with Berenson, 20, 22; S. N. Behrman,
Duveen (Boston-Toronto, 1972), 127-128; and Edward Fowles,
Memories of Duveen Brothers (London, 1976), 128.

40 The correspondence between Hamilton and the Berensons,
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Masterpieces of Renaissance Painting from the Collection of (\t'l‘Y "
Hamilton to be Sold by Auction at Unreserved Public Sale [May 8],
Anderson Galleries (New York, 1929). About the sale sec

Behrman. Duveen. 211-212

44 About these collectors see Constable, Art Collecting, passim
For the fifty or so pictures that Johnson purchased through
Berenson or on his advice see Barbara Sweeny, John G. Johnson

Collection. Catalogue of ltalian Paintings (Philadelphia, 1966
Berenson himself had earlier catalogued Johnson's holdings
Catalogue of a Collection of Paintings and some Art Objects. 1. Ital

ian Paintings [Philadelphia, 1913]) and corresponded with him at
length about them (Mariano, Berenson Archive, 50). For Walters

pictures see Federico Zeri, ltalian Paintings in the Walters Art Gal-

lery, 2 vols. (Baltimore, 1976), esp. 1: xiii. Walters' Italianate
paiazzo, completed soon after Mrs. Gardner's in Boston, is illus-
trated in Apoll 10 (1974): 355 (special issue devoted to the

collection). Perhaps the most interesting of all these Berensonian
collectors was Robert Lehman, whose taste led him beyond the
Italian primitives (especially the Sienese) to the modern | rench
school, favored today. Sec George Szabo, The Robert Lehman
Collection, with foreword by Joseph A. Thomas (New York,

1975). 10

45 Letter from Rush Kress to Berenson, dated Feb. 3. 1948,
deposited at I Tatti; draft of 2 letter to Kress from Berenson.
dated Feb. 12, 1949, at T Tatti About the Kresses as collectors

see Constable, Arr Collecting, 133-137: and John Walker, Self-
Portrait with Donors Boston-Toronto, 1974 133-153.

46  Letter from Berenson to tush Kress, dated July 29, 1947, at
the Kress Foundation in New York

47 The correspondence betw een Berenson and the Kresses is
divided between the I Tarti Collection and the Kress Foundation
in New York. For Berenson's remarks on the tondo, see “Fra
Angelico, Fra Filippo and their Chronology,” in his Homeless
Paintings of the Renaissance (Bloomington-London. 1970), 198-233
(an Italian translation of the then unpublished English r‘nanuv
Script appeared in Bolletting d'Arte, 26, 3rd . [1932]: 49-66). See
also lh.v “Postscript, 1949, The Cook Tondo Revisited,” in Home-
IéssdP'atr-t‘lings. 234-243. The most recent account is in Jeffrey
uda’s “The National Gallery Tondo of the Adoration of the Magi
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Jati Sy Po Lippi,” Studies ,
National Gallery of Art, 7, (1975); 7.39, - ™ 1 History of An,

48 About the picture sce Fern Rusk Shapley, Paintings fron, the
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(
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(London, 1966), 20-21

49  The Kress collection is probably the largest collection of Ttal
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of its extent see: Fern Rusk Shapley, Italian Schools. X111 X\
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50 Letter from David Finley to Berenson, dated Aug. 15, 1939
at I Tatti

51 J. Carter Brown, “A Personal Reminiscence.” in Looking at

Pictures, 15-20

52 Letter from David Finley to Berenson, dated Aug. 15, 1939
at | Tatu

53 For Walker's moving portrayal of the aged Berenson see
Self-Portrait, 80-101. About Berenson's collection see: Franco
Russoli, La Raccolta Berenson (Milan, 1962); and Great Private
Collections, ed. Douglas Cooper (New York, 1963). 60-73

54 The emergence of the new type of connoisseur is exemplified
by Richard Offner (1889-1965), who taught connoisseurship of
early Italian painting at the Institute of Fine Arts at New York
University. Though Prof. Offner also gave expert opinions, it was
for a fixed fee, not a percentage of the price of the work sold. For
his views about the practice of connoisseurship in relation to the
art market see his letter to the editor in Art in America, Feb.
1925, 102-103; and his “Connoisseurship,” Art News, 50, no. |
(Mar. 1951): 24-25, 62-63.
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1972), 156.

56 Edward Fowles, Duveen Brothers, 130.

57  See, for example, the quotations from Berenson in Duveen
Pictures in Public Collections in America. A Catalogue Raisonné with
Three Hundred Illustrations of Paintings by the Great Masters, which
have passed through the House of Duveen (New York, 1941).

58  Study and Criticism (1901), 76-77.
59  Study and Criticism (1901), 113-114, n. 2. Berenson's later

view is quoted in a letter from the dealer Arthur Sulley to Joseph
Widener of Apr. 23, 1917.

60 Preface to the 1932 edition of Italian Pictures, xxiii.
61 See the illustrated edition of Behrman's Duveen (see above,
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at I Tatti.
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Fowles finished his memoirs (see above, n. 39) only up to

{ 1930. The Metropolitan Museum is the repository of the
chives on which they are based. See also the review i
Literary Supplement, Mar. 18, 1977, 305,

63
abou
Duveen ar
the Times
o4 The portraits were pun‘hus'vd fnr the Kress Collection in
1941 (Shaplev. Im(ian Schools. X111-XV Century, nos. K408-09),
. 86-87. Three further exchanges between Fowles and the

Berensons are worth noting here. In the first, a draft of reply,
Mary Berenson wrote Fowles on Dec. 19, 1924, as follows

Your letter of the 16th. has just come. It puts B.B.
again into the embarrassing position of refusing to do what
Sir Joseph desires—that is to say, writing articles to crack up
pictures that the Firm wants to sell, or has just sold. Now
we are sure that this would end fatally; it could not help
looking as if his pen was at the service of his interests, like
Venturi's and so many others. And that is a thing he has
alwavs been most careful to avoid

For the benefit of the Firm (not to speak of B.B.’s posi-
tion) it is surely a hundred times better in the long run to
command the opinion of an independent scholar, who works
on his own lines and not to order. In the short run. no
doubt, it would be helpful to this or that sale for B.B. to
write it up. but in the end we should all lose by it. Besides,
it is a thing he cannot do, for his mind does not work that
way. If he did it, it would be inferior work, and what good
would that do to anv of us?

At this time Fowles was attempting to get Berenson to change his
mind about a Raphaelesque Madonna that Berenson had refused
to attribute to the master (letter to Mary, Dec. 23, 1924). She
replied on Dec. 26 (her draft preserved, like the former one, at |
Tatti): “Everything you say about the picture would be perfect
criticism if the picture were what it only imitates, if it were a
Raphael. . . . You can imagine that [B.B.] wanted to think it was
by that Master quite as much as you can want it! He naturally
would have greatly preferred getting the profit that would have
accrued to him, if he only could have passed it as a Raphael. . . .
B.B. remains quite unshaken in his belief that it is not Raphael,
in spite of all the qualities you mention.” Mary continued,

The second important point in your letter is about
B.B.’s writing articles for pictures that are for sale, and.
iiberhaupt writing to order. Believe me, these are two things
he has never done and really cannot do. The first V\.'oul'd be
fatal to his reputation; the second, to his talent. Hls glfts,.
such as thev are, have always developed along their own lines
and at their own time, and really, dear Mr Edward, Vt"hlch
makes him different from all the other writers on Italian art.
It is this which enables him to take rank not only as a con-
noisseur but as a scholar and humanist. No gn.c Wh(i ?:as 1:;:(
gone around with him can have any idea of the respect wi

. . v ived by learned men of all kinds.
which he is everywhere recewcf thzy e s,

irely different i :
! t woul(;ll be ,e,git::;gn what he made out of Lhem.. or if they
ions as depe n he wrote anything it was be-

i i t whe
Wl remgnilnzi,t‘l;zﬂy the phase when his interest was
:;?usf-‘t :dt :vp.zsn that subject. This liberty of development, of
rec

) in which he is interested
i is own way, as the subjects in w
lg:a:i,ghlh;s, ohe prizes more than money.

The third letter of M
: ar.
their deliberations over ni: bt Mary said, was the outcome of

Y se & y g

draft of reply at | Tatti, she rczta::i);ul;::‘e:f SBOE ti::mzt?’ sl

Ll : ; B. on:
sacrifiursh?:, v:l:n I ‘|, i ced that it would be a mistake to
. fal('lllaﬂ-?l hf.”‘ principles to a temporary advantage. He
career and to t} - mnduﬂ‘ With a view to the whole of his
o i o f’ that of the Firm. He is not willing to have

s ot his go the rounds of the trade; he is not willing to

in('ll]d(' in h]\ “I“ i i
b mate IIS ts 4 : 4
th(. m'r"‘k( Pl(turt’s \\hl(h h(' kllU“S to be i"

I hope, when v i
Sl ‘pt_,v\\ h‘(n you look at it all round, vou will see that
\al;l('. [I‘(l\. 18 wise. Any other course would cheapen the

of his word and besides, it would bring scorn and

ridicule W i
| .lf(lu(' on l'h( whole affair, for everyone knows that this has
been his policy for thirty years.

. All the same, we understand fully the position you are
in which makes you urge him upon another course and it is
not easy to stick by one's considered principles in opposition
to you. But we are both convinced that it is the best course
Jor us all in the long run.

65 See Alastair Smart, “Roger Fry and Early Italian Art,” in
Apollo, 133, no. 50 (Apr. 1966): 262-271.

66 Letter of Fry to Mary Berenson, May 10, 1902, at I Tatti
(published in Sutton, ed., Letters, 1: 208-209 ).

67 See Sutton, Letters, 1: 10-13, 15, 18, 22, 63.

68 Told by G. M. Richter in “Lost and Rediscovered Works by
Giorgione. Part 1,” Art in America, 30, no. 3 (July 1942): 161.

69 Venetian School, 1: 85, 192.

70 In about 1490 an agent of the duke of Milan reported to his
master about the work of four famous painters active in Florence:
Botticelli, Filippino Lippi, Perugino, and Ghirlandaio. His ac-
count, still preserved, was not simply an exercise in art apprecia-
tion, rather the painters were being recommended for employ-
ment. With the duke in Milan and the artists in Florence, a sort
of connoisseurship was required. The document was discovered
in the Archivio di Stato, Milan, by Paul Miiller-Walde (“Beitrage
zur Kenntnis des Leonardo da Vinci,” in Jahrbuch der koniglich
preussischen Kunstsammlungen, 28 [1897]: 113-114, 165). It has
often been reprinted; see Herbert Horne, Sandro Botticelli (Lon-
don, 1908), 109-110, 353. The Venetian Marcantonio Michiel
(d. 1552) was a remarkably acute observer of works of art in
north Italy. He recorded his observations in a diary (see Robert
Klein and Henri Zerner, Italian Art 1500-1600. Sources and
Documents [Englewood Cliffs, N.J., 1966], 25-30). In doing so,
he distinguished among different artists’ manners and originals
from copies. He even tried to identify the shares of artists work-
ing in collaboration. But Michiel was concerned with paintings
which were nearly contemporary and of which he evidently had
some direct knowledge, so that he does not, strictly speaking,
qualify as a connoisseur of the art of the past.

71 Mantegna, Gian Gristoforo Romano, and the sculptor called




L'Antico were all asked by lsah‘(fllu d'Este to n“'h“l."";,;‘::‘(»"!.:‘h"
tiquities for her collection (< lifford M. Brown, . ug ,,,‘l\.‘h(,”;,
Desiderio Nostro de Cose Antigue’: New Documents ¢ ’I. T
d'Este’s Collection of Antiquities,” in Cultural Aspec tlxl"v[ \“; !
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Cecil H. Clough (Manchester, 1976 333-335[324-35 0
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ford M. Brown, “The Grotta of Isabella d'Estc e '
Beaux-Arts, 139 (Mav-June 1977): 162-163 [155 13] (‘)n the art
ist as connoisseur in antiquity see the anecdote 'l"“{ll l‘rnlnw nes
and Apelles in |. ]. Pollitt, The Art of Greece 1400 \f B.(

Sonrces and Documents (Englewood Cliffs, N.J., 1965), 164

e
72 Quoted in translation from Giorgio Vasari, Le Vite de’ Pin

bbb . Gae ‘ anesi
Eccellenti Pittori, Scultori ed Architettor: ed. Gaetano Milanc

Florence, 1881): 727. About Vasari as connoisseur sec the briel
remarks in Lionello Venturi, History of Art Criticism, trans
Charles Marriott (New York, 1936), 103-109; and Evert van der
Grinten. Enguiries into the History of Art-Historical Writing (Venlo

1952 36-37

73 Vasari noted that the young Signorelli imitated his teacher
Piero della Francesca, so closely that their works could hardly be
told apart (Vite, 3 [1878): 683-684). Lorenzo di Credi successfully
copied Verrocchio and his fellow pupil Leonardo (Vite, 4 [1879]

564-566). Raffaellino del Garbo had acquired Filippino Lippi's
manner so well that there were few who could distinguish their

works (Vite, 4 [1879]: 235). Even Giorgione's friends were unable

to differentiate his paintings from the early Titian's ( Vite

[1881]: 428-429). On the other hand, Sebastiano del Piombo's
altarpiece for San Giovanni Crisostomo was taken for Giorgione’s
by persons who, according to Vasari, had little ac quaintance with

matters of art (Vite, 5 [1880]: 565-566). The expert was Raphael,
whose vouthful works differed scarcely, if at all. from Perugino'’s
Vite, 4 [1878]: 317). Vasari cited the Coronation of the Virgin,

now in the Vatican Pinacoteca, as an example. He claimed that if
taphael had not signed the Crucifixion (National Gallery. Lon-
don), anyone without a thorough knowledge of Perugino’s style
would assume it was by that master. Onls in the Marriage of

the Virgin (Brera) did Raphael’s superiority become evident

pp- 318-319

74 See the review by Berenson of the 1896 edition of Mrs. Fos-
ter's translation of Vasari's Vite (edited by E.H. and E. W

Blashfield and A. A Hopkins) in The Nation, 114 (Mar. 25,
1897): 227-228.

75  Vasari's collection of drawings has been reconstituted by
Licia Ragghianti Collobi in 11 Libro de Disegni del Vasari, 2 vols
(Florence, 1974). See also toseline Bacou, Giorgio Vasari

Dessinateur et ( ollectioneur, exh. cat Musée du Louvre (Paris
1965). :

76 See A. E. Popham and Philip Pouncey, Italian Drawings in
the Department of Prints and Drawings in the British Museum, The
Fourteenth and Fifteenth Centuries (London, 1950), I: cat. nos
61-62, pp. 42-43, :
77 Though not a practicing artist, Fil

Baldinucci .
1696) followed in Vasari's mold of the e i

collector as connoisseur. He

also shared Vasari's biographical approach to art history. A hew
feature of his connoisseurship, however, was his role as advisor o
Cardinal Leopoldo de’ Medici, by w hom he was « mploved tq
gather and inventory a vast number of drawings that formed (e
nucleus of the holdings of the Uffizi Gallery. About Baldiny, ci
see: Roscline Bacou and Jacob Bean, Disegni Fiorentini del Mysgp,,
del Louvre dalla Collezione di Filippo Baldinucci, exh. cat. (Rom,
1959: French ed., 1958). Baldinucci's connoiss urship, like tha
of his Milanese contemporary Padre Sebastiano Resta, seems
rudimentary by comparison with that of the « |g|||. enth ¢ ntury
For the emergence of the term “connoisseur,” see The Oxford
English Dictionary, 2 (1933): 840

78 About Rowlandson’s drawing in the Paul Mellon Colle tion
at the Yale Center for British Art, see: John Baskett and Dudley
Snelgrove, The Drawings of Thomas Rowlandson in the Paul M, llon
Collection (New York, 1978), cat. no. 194, p. 51; and John Ricly
Rowlandson Drawings from the Paul Mellon Collection, exh. cat
(1977-1978), cat. no. 37, pp. 27-28. Rowlandson explored the
theme of the connoisseur looking at works of art in a whole serjes
of prints and drawings (Ronald Paulson, Rowlandson, A New I
terpretation [New York, 1972], 83-85). For a modern attack on
connoisseurship see Harry Hahn, The Rape of La Belle (Kansas
City, Mo., 1946). The polemic was occasioned by the notorious
Hahn-Duveen trial, in which various experts, including Beren-
son, were called upon to testify about the attribution to Leonardo
of a painting owned by Hahn.

79 About the remarks on connoisseurship of Félibien (1666-88).
Roger de Piles (1677, 1699), d'Argenville (1745-52), the comte de
Caylus (1752-67), and Richardson Senior (1719), see: van der
Grinten, Art-Historical Writing, 53-54, 55-56, 59-60, 68, 72-7

80 The original 1719 text of the Two Discourses has been re-
printed by the Scolar Press, Menston, Yorkshire, England, 1972
Quotations are from this edition. An Account of Some of the
Statues, Basreliefs, Drawings, and Pictures in Italy (London, 1722
shows how conventional was Richardson’s taste.

81 “Art of Criticism” from Two Discourses, 23.
82 "“Art of Criticism” from Two Discourses, 102-103.

83 About Mariette, a book and print seller as well as collector,
see principally Frits Lugt, Les Marques de Collections de Dessins et
d'Estampes (Amsterdam, 1921), no. 1852; and Roseline Bacou, Le
Cabinet d'un Grand Amateur, P.-]. Mariette 1694-1774, exh. cat.,
Musée du Louvre (Paris, 1967). It i typical of his dual nature as
collector and connoisseur that Mariette scrupulously prepared the
sale catalogue (1741) of drawings amassed by his friend, the
financier Pierre Crozat, and then acquired the best sheets for
himself. For some other early Italian drawings owned by Mariette
see: Popham and Pouncey, Italian Drawings . . . The Fourteenth
and Fifteenth Centuries, 1. cat. nos. 20, 47, 60 (also Vasari), 88
(also Vasari), 107, 131 (also Vasari), 179, and 188 (also Vasari).
Also, Bacou, Le Cabinet, cat. nos. 20, 23 (also Vasari), 49 (also
Vasari), 50, 55 (also Vasari), 56 (also Vasari), 64 (also Vasari), 66,

74, 75, 78 (also Vasari), and 101 (also Vasari); Walter Koschatzky,

Konrad Oberhuber, and Eckhart Knab, I Grandi Disegni Italiani

dell Albertina di Vienna (Milan [c. 1972]), cat. nos. 7 (also Vasari),

8 (also Vasari), 13, and 14 (also Vasari).
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This suggestion was made by ]8(‘n’b Bct.mA See: E. Tietze-

84 “Decorative Paintings of the Venetian Renaissance Re
Conrals So Drawings, The Art Quarterly, 3, no. 1 (1940):
and Hans Tietze and E. Tictze-Conrat, The Draw-
"~ of e Venetian Painters in rl_n' 15th and 16th Centuries (New
t;o‘:k 1044), cat. 1o, 712, p. 174, A marginal sketch of this draw
- b" Gabriel de Saint-Aubin ls_i(:und in the annotated copy of
e Mariette sale ._«mailoguv of 1775 (w h.vn.u- the Giorgione at-
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Marictte may have had in mind the nude female figure in a niche
from the Fondaco decoration, as it up]n-»nr\ engrav ed in Anton
Maria Zanetti’s Varie Pitture a Fresco (Venice, 1760), pl. 3 (con-
Iy reproduced in Terisio Pignatti, Giorgione [Venice,
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About Jarves see Francis Steegmuller, The Two Lives of

85
James Jackson Jarves | New Haven, 1951); and about his collection,
Jaalian Primitives. The Cast History of a Collection and its Conserva-

tiom, exh. cat Yale University Art Gallery (New Haven, 1972).
Berenson said he “had a cult of [Jarves] as the first American whe
wrote discriminatingly about Italian painting” (letter to Francis
Steegmuller of Nov. 25, 1944, at 1 Tatti). Berenson explained,
however, that his interest in Jarves as a predecessor postdated his
own pioneering research (letter to Francis Steegmuller, Nov. 9,
1949, at I Tatt

86 James Jackson Jarves, Art Studies. The “Old Masters” of ltaly.
Painting (New York-London, 1861), 33-52. The chapter on con-
noisseurship provides a colorful account of the Italian art market
and of the faking of old masters.

87 Descriptive Catalogue of “Old Masters” Collected by James ].
Jarves to llustrate the History of Painting from A.D. 1200 to the Best
Periods of ltalian Art (Cambridge, Mass., 1863), no. 65, pp. 15-16
Ist ed. 1860). For the present attribution see: Seymour, Yale
University Art Gallery, cat. no. 173, p. 230.

88 About Crowe and Cavalcaselle see: Crowe, Reminiscences of
Thirty-Five Years of my Life (London, 1895); Lino Moretti, G. B.
Cavalcaselle. Disegni da Antichi Maestri, exh. cat., Cini Founda-
tion (Venice. 1973): and Francis Haskell, Rediscoveries in Art.
Some Aspects of Taste, Fashion and Collecting in England and
France, The Wrightsman Lectures (Ithaca, N.Y., 1976), 91-92.
Crowe, an English journalist, joined forces at mid-century with
Cavalcaselle, an exiled Italian patriot also trained as an artist.
Back in Italy, Cavalcaselle was commissioned to compile inven-
tories of works of art in various regions, and these he turned to
account in the surveys he prepared with Crowe. Their collabora-
tion resulted in A New History of Painting in Italy, first published
in three volumes in 1864-1866 and continued as A History of
Painting in North ltaly in two volumes in 1871. Signiﬁcan.tly,
Crowe and Cavalcaselle focused on hitherto neglected artists; and
though they planned separate monographs about the great ngh
Renaissance masters, only two were ever completed, one on Ti-
tian in 1877 and another on Raphael five years later. Their thou-
sands of annotated sketch copics arc in the Victoria and Albcrt
Museum in London and the Biblioteca Marciana in Venice.

e Ttalienische Malerei der Renaissance im
Morelli und Jean Paul Richter 1876-
ter (Baden-Baden, 1960), 583-

g9 For their meeting se
Briefwechsel von Giovanni Mo
1891, ed. Irma and Gisela Rich

584. Though Clark

é gh Clark may be wrong that Be orell
ml':i( nrh twice (Bt'crlington Magazhfe. 102: ;%m;e(:ztllysos:wdir ' ’
rr(‘ar:( :l i‘:\ nl‘ ::l: tnl;({a:lv Spcahkl to Morelli because he cxpectsctoomb_e

‘ ¢ (letter to Mary of Feb. 13, 18

e \ 13, 1891, §
\4' 21: \rs(.)‘:% {, About Berenson and Morelli see also the l:lls:rl?;w

4 Nov. 2, 1890, printed in Berenson Treasury, 44.

Q9 T hildi

.\?,(,l |\ Q:”"".' bibliography is appended to Briefwechsel, 583-584

(r'_ - . orelli himself see the biographical introduction of his

g'“(;_p b '\"“""“ Henry Layard, to his ltalian Painters. Critical

p 1’ ':“’"-‘ ("f their Works. The Borghese and Doria- Pamfili Galleries
ans. Constance Joce o : g 5

. 18 ince Jocelyn Ffoulkes (London, 1892), intro.

?I Borghese and Doria-Pamfili Galleries, 20. The quotations are
rom the fundamental chapter “Principles and Methods.”

92 Italian Painters. Critical Studies of their Works. The Galleries
of Munich and Dresden, trans. Constance Jocelyn Ffoulkes (Lon-
don, 1893), 148 (1st ed.: Leipzig, 1891, p. 196). Morelli first
briefly introduced the painting as Correggio’s in the Zeitschrift fir
hi!dvndc Kunst, 10 (1875): 332. The picture, which belonged to
his disciple, Gustavo Frizzoni, is also discussed in the Morelli-
Richter correspondence (Briefwechsel, 6-8, 16-17, 43, 48, 76,
360, 419, 449).

93 Max J. Friedlinder, the foremost connoisseur of northern

European painting, claimed that the method Morelli devised was

a pseudo-scientific justification for results obtained by a process

that was more personal and intuitive than he admitted (On Art

and Connoisseurship, trans. Tancred Borenius [Boston, 1960], c:
166-167, 170 [orig. German ed. 1919]). Edgar Wind reaffirmed 57
the validity of Morelli’s principles in Art and Anarchy (New York,

1964), pp- 32-51 (also in Art News, 63, no. 1 [Mar. 1964} 26-29,

52-55). The most balanced critique of the Morellian method is by

W. G. Constable in Art History and Connoisseurship (Cambridge,

1938), 33-47. Morelli’s investigative method has recently been

compared to those of Sherlock Holmes and Freud by Carlo

Ginzburg ("'Spie. Radici di un Paradigma Scientifico,” Rivista di

Storia Contemporanea, no. 1 [1978], 1-14). See also the stimulat-

ing analysis of Richard Wollheim in On Art and the Mind (Lon-

don, 1973), 177-201; and of Henri Zerner, “Giovanni Morelli et

la science de l'art,” Revue de I'Art, nos. 40-41 [1978], 209-215.

94 No complete account of the rediscovery of the earlier Italian
schools has yet been attempted, though there are the following:
Camillo von Klenze, “The Growth of Interest in the Early Italian
Masters,” in Modern Philology, 4, no. 2 (Oct. 1906): 207-274;
Tancred Borenius, “The Rediscovery of the Primitives,” The
Quarterly Review, 239, no. 475 (Apr. 1923): 258-270; Lionello
Venturi, Il Gusto dei Primitivi (Bologna, 1926), esp. 135-182;

J. R. Hale, England and the Italian Renaissance (London, 1954),
60-83, 108-126, 149-168; André Chastel, “Le Gout des Pré-
raphaélites’ en France,” in De Giotto a Bellini. Les Primitifs lta-
liens dans les Musées de France, ed. Michelle Laclotte, exh. cat.,
Musée de I'Orangerie (Paris, 1956), vii-xxi (translated in
Paragone, 79 [July 1956]: 3-16); E. K. Waterhouse, ltalian Art and
Britain, exh. cat., Royal Academy (London, 1960); and Denys
Sutton, “The English and Early Italian Art,” Apollo, 131, no. 38
(Apr. 1965): 254-256. Illuminating remarks on the subject are
found in Francis Haskell's Rediscoveries in Art. As Giovanni Previ-
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95 About Seroux d'Agincourt see: M. Lamy, ° La Découverte des
Primitifs Ttaliens au XIXe Siecle. Seroux d'Agincourt et son I?\
fluence sur les Collectioneurs, Critiques ¢l Artistes Frangais
Revue de Lart Ancien et Moderne, 39, no. 1 1921): 169-181, and

> (1921): 182-190; and Previtali, Fortuna dei Primitivi, 164

no. <«
175. About Artaud de Montor set Previtali, Fortuna dei Primitivi

185-187. About other French holdings of carly Italian pictu
Michel Laclotte and Elizabeth Mongetti, Peinture Italienne
de Petit Palais, Avignon (Paris, 1976). Ignatius Hugford may have
been buving carly Ap.nnnnux in Ttalv already in the mid-eightec nth
centurv: see John Fleming, “The Hugfords of Florence. Part I,

eur, 136, no. 549 (Dec. 1955): 197-206. In de

res s

Muséc

The Connoisseur
Montor's catalogue (of which the introduction had already been
published in 1808 and again in 1811), the painting is no. 115 and
pl. 49. Berenson's opinion is recorded on a letter from Duveen
Brothers dated May 26, 1936, at I Tatti

96 In de Montor's Peintres Primitifs (Paris, 1843), of which thc
introduction had already been published in 1808 and again in
1811, the painting is no. 115 and pl. 49. Berenson's opinion is
recorded on a letter from Duveen Brothers dated May 26, 1936,
at | Tatu

97 See de Montor, Peintres Primitifs, cat. nos. 35-38, pp. 30-31.
Of the other two lateral panels, one is missing and the St. John
the Baptist is at Chambéry ( Primitifs Italiens, exh. cat. [1956], cat.
no. 20, p. 15). For Berenson's item see: “A Newly Discovered
Cimabue,” Art in America, 8, no. 6 (Oct. 1920): 251-271 (repub-
lished in Studies in Medieval Painting, 17-31); and for the revision,
Roberto Longhi, “Giudizio sul Duecento” (1939) in Opere Com-
plete, 7 (Florence, 1974), 14-15. Another National Gallery paint-
ing that figured in the rediscovery of the Italian primitives was
Francesco Benaglio's St. Jerome, which belonged to the Liverpool
banker and historian of the Medici, William Roscoe (1753-1831).
About Roscoe see Michael Compton, “William Roscoe and Early

(‘n“ulurs of Italian Primitives,” Liverpool Bulletin, 9, Walker Art
Gallery (1960/61): 26-51.

98 About the brotherhood of German painters in Rome who,
early in the nineteenth century, sought to recapture in their art
the mystic spirit of the Middle Ages, see Keith Andrews, The
Nazarenes (Oxford, 1964). Their chief model, however, was
Ra‘ph.a‘cl, whose early work was classed with that of (ht“ A
primitives.

99_ Alexis Frangois Rio, The Poetry of Christian Art (London
1854). For Angelico and Perugino, who belonged to the m\'sti‘c
sch‘olol, see respectively pp. 146-153 and 162-183. Both De la
Poésie Chrétienne (Paris, 1836), and De I'Art Chrétien (Paris
:g?']), of which the‘English edition is comprised, deal with :
25()1;:;;(. About Rio see von Klenze, “Early Italian Masters,”

100 Sketches of the History of Christian Art, 3 vols. (London,
1847). See John Steegman, “Lord Lindsay's ‘History of Christian
Art.” in Journal of the Warburg and Courtauld Institutes, 10 (1947)

123-131

101 Mrs. Jameson, according to Nathaniel Hawthorne, could
read a picture like the page of a book ( Passages from the French and
ltalian Notebooks. 1 [Boston, 1899]: 185). Ruskin, who disap
proved of Mrs. Jameson said she “knows as much about art as the
cat’( Ruskin in ltaly. Letters to his Parents 1845, ed. Harold 1
Shapiro [Oxford, 1972], no. 136)

102 The Works of John Ruskin, ed. by E. 1 Cook and Alexander
Wedderburn, 39 vols. (London, 1903-1912)

103 The Oxford English Dictionary, 8 (Oxford, 1933): 1366
104  One Year's Reading for Fun (1942) (New York, 1960), p. 12

105 Review of William White, The Principles of Art as lllustrated
in the Ruskin Museum, in The Studio 8, no. 42 (1896): 249

106  Pitture a Fresco del Campo Santo di Pisa, Intagliate dal Profes
sore Cav. Carlo Lasinio, Conservatore del Medesimo (Florence,
1828). This edition of Lasinio’s book consists of forty plates after
fescoes. half of which are by Gozzoli. About its influence on the
Pre-Raphaclites see William Holman Hunt, Pre-Raphaelitism and
the Pre-Raphaelite Brotherhood, 1 (New York, 1905): 130, 133 (2nd
ed.: New York, 1914, pp. 19, 12); and William Michael Rossetti,
Dante Gabriel Rossetti. His Family Letters with a Memoir (London,
1895), 125-126

107 Much has been written recently about Burne-Jones and
Italy. See: Martin Harrison and Bill Waters, Burne-Jones (Lon-
don, 1973), passim; Ronald Parkinson, “Two Early Altar-Pieces
by Burne-Jones,” Apollo, 102 (Nov. 1975): 320-323; John Chris-
tian, “Burne-Jones’ Second Italian Journey,” Apollo, 102 (Nov.
1975): 334-337; and Duncan Robinson, “Burne-Jones, Fairfax
Murray and Siena,” Apollo, 102 (Nov. 1975): 348-351.

108 About the album, no. 1084 in the Fitzwilliam Museum,
Cambridge, see: Burne-Jones, The Paintings, Graphic and Decora-
tive Work, exh. cat., Hayward Gallery (London, 1975), cat.

no.- 333, pt 91.

109 North Italian Painters of the Renaissance, 50-51; Sunset and
T'wilight, 480-481 (diary entry, May 24, 1957).

110 About Norton see: Kermit Vanderbilt, Charles Eliot Norton.
Apostle of Culture in a Democracy (Cambridge, Mass., 1959); and
Roger B. Stein, John Ruskin and Aesthetic Thought in America,
1840-1900 (Cambridge, Mass., 1967), 240-254. Compare also the
subtle penetrating tribute by Henry James in The Burlington Mag-
azine, 14, no. 70 (Jan. 1909): 201-204.

l.l I Thg i{l(‘idt‘lll is recounted in Mary Berenson's “Unpub-
lished Life,” (unpublished ms., on deposit at I Tatti), chap. 2.

112 Sunset and Twilight, 23 (diary entry for June 25, 1947).

Compare Berenson's Self-Portrait, 44-45; and One Year's Reading,131.
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;13 Berenson & idently did meet Pater sometime between his
" Oxford in 1888 and Pater’s death in 1894 (Sunset and
343). While he continued to read Pater all his life
[Self- Portrait 129; One Year's Reading, passim), it is worth noting
;Bal in the copy of The Renaissance, lent to the exhibition by |
Tatti, Berenson noted on Mar. 28, 1942, that he read the notori
ous CONC Jusion for the first time since 1888 For an acutely per
§ ceptive modern reading of Pater’s work, both essays and fiction
see Ric hard L. Stein, The Ritual of Interpretation. The Fine Arts as
Literature in Ruskin, Rossetti, and Pater (Cambridge, Mass., 1975)
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114 Rediscovered in the early nineteenth century, Botticelli be
came a cult figure, especially in England, where his works were
extravaganth admired (Michael Levey, “Botticelli and Nine
teenth-Century England,” Journal of the Warburg and Courtauld
Justitutes, 23, nos. 3-4 [July-December 1960]: 291-306). It was
from the Pre-Raphaclites that Pater too learned to love the artist,
publishing a ‘Fragment”’ on him in the Fortnightly Review for
1870 that was included in the first edition of the Renaissance
three vears later. For the voung Berenson on Botticelli see the
letter to Mary Costelloe, from Florence, Jan. 1892, quoted in
Selected Letters, 12, 13; and in Looking at Pictures, 182; The
Passionate Sightseer —from the Diaries of 1947 to 1956 (London,
1960), 176-177; and Looking at Pictures, 184.

115 Letter of Oct. 9, 1890, quoted in “Unpublished life,”
chap. 2

116 Quoted in Mary Berenson’s “Unpublished Life,” chap. 2,
and in part in Looking at Pictures, 314. In a book review Pope-
Hennessy has suggested that Berenson would not have stood by
his fanciful identification of the sitter (Times Literary Supplement,
May 28, 1976, 640

117  Self-Portrait, 50-51. Berenson's companion was Enrico
Costa (1867-1911

118 About the issue of quality see: Jacob Rosenberg, On Quality
in Art. Criteria of Excellence Past and Present, A. W. Mellon Lec-
tures in the Fine Arts, Princeton, 1964; the review by E. H.
Gombrich in The New York Review of Books, Feb. 1, 1968, 5-7;
and Sherman E. Lee, “Painting,” in Quality. Its Image in the Arts,
ed. Louis Kronenberger (New York, 1969), 113-45.

119  The Study and Criticism of Italian Art (1901), vi-viii.

120 See his Three Essays. The articles about Domenico Morone,
Botticelli, and Antonello da Messina appeared in Dedalo in
1923-1925. The preface to the book contains the celebrated
aphorism “In the beginning was the guess” (p. ix).

121 Compare, for example, “Two Twelfth-Century Paintings
from Constantinople,” first published in Dedalo, Oct. 1921, and
reprinted in Studies in Medieval Painting, 1-31. The collected
studies date from 1913 to 1926. The article cited concerns two
Byzantine Madonnas now in the National Gallery (nos. 1, 1048).

122 About this master see Homeless Paintings, 184-187 (re-

printed in translation from Dedalo, 12 [1932]).
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125 In a notebook on collections in and near Paris of 1895
B('f('l\\«)l\ registered one item as “Author of Morte di | llLr(-;ia g
\I\;:;lv Mary added “Amico di Sandro”. In another nnlcll)(x)k' uf.
5 6 s:u: r(v-lzllo(d t‘h(' Natiwual Gallery's Portrait of a Youth (no.
20), whe n it was in the Liechtenstein Collection, to the “Morte
di Lucrezia.

5 y ;
:;(; Compare Berenson's Treasury, 57 (letter to Mary, of Jan. 19
900). ‘ :

127 “Unpublished Life,” chap. 3.
128 “Unpublished Life,” chap. 9.
129  The Studio, 8, no. 41 (1896): 181-184.

130 M. W. [Mary Whitall], “Pictures in Venice as Documents
about Venetian Women,” The Woman's Herald, Oct. 29, 1892;
“The Woman Question in Novels,” The Woman's Herald, Jan. 7,
1893; “Ibsen’s Last Play,” The Woman's Herald, Feb. 11, 1893.

131 Most of Mary’s scholarly articles, signed “Mary Logan” and
then “Mary Logan Berenson,” appeared in the Revue Archeologique
and Rassegna d'Arte from about 1900 to 1915, but others, such as
“The New and the Old Art Criticism,” The Nineteenth Century,
May 1894, 828-837, date back to the mid-nineties.

132 About the process of revision see the introduction to Central
ltalian and North ltalian Schools, 1: ix-xvii. A slightly revised ver-
sion of the 1932 lists came out in Italian: Pitture Italiane del
Rinascimento (Milan 1936).

133 Berenson took a deep interest in the photography of art. See
his “Isochromatic Photography and Venetian Pictures,” The Na-
tion, 57 (Nov. 9, 1893): 346-347.

134 “The New Vasari,” The Nation, 64 (Mar. 25, 1897): 227.

135  The Venetian Painters of the Renaissance, 2nd ed. rev.
(1895), iii. The same claim was made in the companion volumes
on the Florentine Painters (1896) and Central Italian Painters
(1897). By 1907 Berenson's attitude had changed somewhat: com-

pare North Italian Painters, v-vi.
136  Self-Portrait, 43.

137 See: Three Essays, viii; Aesthetics and History (London,
1948), 193; and Sunset and Twilight, 432.

138 See: Friedlinder, On Art, 197-199; and Constable, Connois-
seurship, 13-14.




139 Clark. Another Part of the Woad, 152

JC
140 For Berenson's reports, see The Nation, May 10, 1894 '
Dec. 12. 1895; Jan. 2. 1896; and Feb. 20, 1896 About the Al
i e Storia di una Documentazion

nari firm see Alessandro Conti,
' 'wll( nce

in Gli Alinari Fotografi a Firenze 1852-1920 exh. cat
1977), 148-183

141 See: ltalian Pictures (1932), 466; Drawings of the Florentine
Painters. 1: 15-16; and Florentine School London, 1963). 1: 4
142 See: Aaron Scharf, Art and Photography (1 ondon, 1968
122-124: and Werner Neile, “G. Schauer Photograph und
Kunst-Verleger in Berlin, 1851-1864, in History of Photography
I o 4 (0Oct. 1977): 291-296

143 Collection of Pictures of W. G. Coesvelt, Esq., of London

intro. Mrs. Jameson London. 1836), xii

144 Other prints after the painting arc recorded in |. D
Passavant. Raphael d Urbin et son Pére Giovanni Santi (Paris
1860, 2- 106

145 The Nation. 1893, 346-347. See also on the distortions of
reproductive engravings: William M. Ivins, Jr., Prints and Visual
Communication (Cambridge, Mass., 1953), passim, and “A Notc
in Engraved Reproductions of Works of Art,” in Studies in Art and
Literature for Belle da Costa Greene (Princeton, 1954), 193-196;

E. F. van der Grinten, “Consistent Formal Distortions and
Peculiarities in 19th Century Art Historical Reproductions
Iconologia Formalis,” in Nederlands Kunsthistorisch Jaarboek, 15
1964): 247-260: and Giulio Carlo Argan, "Il Valore Critico della
Stampa di Traduzione',” in Essays in the History of Art Presented

to Rudolf Wittkower {(London, 1967), 179-181.

146 The Nation, 1893, 346-347

147 The continuing popularity of engravings and chromolitho-
graphs is attested by the Arundel Society (1848-1897), who were
active in reproducing works, especially frescoes, by early Italian
painters, such as Giotto and Fra Angelico (Alan Bird, “An Ear-
nest Passion for Art— The Arundel Society,” Country Life, 159,
no. 4118 [June 3, 1976} 1513-1515) :

148 The Nation, 1893, 346-347. See also Ivins, Prints, 116-177.
For Ivins photographs were “exactly repeatable pictorial state-
ments about works of art which could be accepted as visual evi-
dence about things other than iconography” (p. 124). For some
prablems about photography of art works see: Estelle Jussim, Vi-
sual Communication and the Graphic Arts. Photographic T echnologies
in the Nineteenth Century (New York-London, 1974), 237-278:
and Massimo Ferretti, “Fra Traduzione e Riduzione. La Foto-
grafia dell' Arte come Oggetto e come Modello,” in Gli Alinari
l‘;;mgrafx a Firenze 1852-1920, exh. cat. (Florence, 1977),
116-147.

149  Ad. Braun & Cie. Catalogue Général des Photographies Inal-
terables au Charbon et Heliogravures Faites d apres les Originaux

Peintures, Fresques, Dessins et Sculptures des Principaux Musées en
Europe, les Galeries et Collections Particuliéres les Plus Remarqua-

bles (Paris, 1887), no. 38, p. 177. 1 am grateful to Prof. Peter
Bunnell. who kindly discussed these problems with me

150  Three Lssays, 116

151 The superiority of engravings over the carliest photographs
of works of art was cogently argued by Henri Delaborde (“La Pho
tographic et la Gravure (1856),"" in Mélanges sur ' Art Contempo
rain |Paris, 1866]. 359-388) Improvements in photography ren
dered reproductive engravings superfluous, however. The last
gasp of the long tradition of engraving art works, as it relates to
the “primitives,” is Fimothy Cole's Old Italian Masters (New

York, 1892

152 Quoted in Mary Berenson's “Unpublished Life,” chap. 2
153  Seroux d’Agincourt’s plate already included a number of de
tails. See: History of Art by its Monuments. From its Decline in the
Fourth Century to its Restoration in the Sixteenth, trans. from the
French of Seroux d'Agincourt (London, 1847). Plate 139 shows

details of the head, hand, and foot of Mantegna's St. Euphemia

154 Berenson in 1892 referred to a large photograph of the head
of the Primavera as ‘‘very beautiful by itself” (Selected Letters, 1)

155 Ivins, Prints, 136.
156  Aesthetics and History, London, 1948, p. 190
157 Italian Painting, 1952, p. x.

158 Letter from Mary Berenson to Isabella Stewart Gardner,
dated Jan. 19, 1921, at Fenway Court. See also the letter of the

same day from Berenson to Paul Sachs, quoted in Selected Letters,

89.

159 “A Boticelli Portrait in the Collection of Carl W. Hamil
ton,” Art in America, 10, no. 1 (Dec. 1921): 26-30.
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