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DIRECTOR'S FOREWORD 

T HROUGHOUT CLASSICAL ANTIQUITY and 

again from the fifteenth century on, Greek and 
Roman mythology-as is evident from any stroll through 
the Museum's galleries-has been one of the dominant 
themes of Western art. Countless works in the collection, 
from the magnificent golden Ganymede earrings of the 
Greek galleries to Canova's Perseus in the Carroll and Milton 
Petri European Sculpture Court, testify to the enduring 
popularity of the pagan gods and heroes. After a relative 
dearth of mythological imagery in the medieval period, it 
was largely through the medium of the Italian print that this 

subject was reintroduced to Europe. For the following three 
centuries, prints helped to circulate mythological imagery. 

While humanist scholars of the fifteenth and sixteenth 
centuries delved into the classical literature of Greece and 
Rome with renewed fervor, Italian artists eagerly investi- 

gated the physical remains of the ancient world. Andrea 

Mantegna, for example, was summoned to Poretta in 1472 
to examine Cardinal Francesco Gonzaga's collection of 
ancient cameos and bronze figurines, while Raphael took on 
the ambitious task, cut short by his death in 1520, of creat- 

ing a two-dimensional reconstruction of the appearance of 
ancient Rome. Both painters took advantage of prints to 
create new works based on their study of antique models, 
such as Mantegna's splendid Bacchanals and Raphael's har- 
monious design for the Judgment of Paris. For artists such as 
Marcantonio Raimondi, who is known to have moved in 
humanist circles in Bologna, and Giulio Campagnola, 
praised for his lute playing and his knowledge of Greek and 
Latin, prints provided a primary means of expression. 

In subsequent centuries painters like Annibale and 

Agostino Carracci, Salvator Rosa, and Giambattista 

Tiepolo turned to the more intimate medium of print- 
making to explore mythological subjects. Others, such as 
Federico Zuccaro and Guido Reni, worked closely with 

printmakers to publish original compositions based on the 
classical tales. Before the middle of the nineteenth century, 
the new insistence on the realistic representation of 
the contemporary world led to a loss of enthusiasm for 

mythological imagery. 
The fascinating mythological works presented in this 

publication and in the exhibition it accompanies provide a 
rare opportunity to view a cross section of the Museum's 

extraordinary collection of Italian prints. In recent 
decades exhibitions focused on such talented printmakers 
as Giorgio Ghisi, the Carracci, or the Tiepolos have 
showcased many of the Museum's masterpieces, but this 
exhibition samples the entire range of Italian printmak- 
ing from the late fifteenth through the early nineteenth 

century. We were fortunate to be able to draw upon hold- 

ings outstanding for their depth and quality with particu- 
lar strengths in the Renaissance and Baroque periods. 
The core of our collection of old master prints was assem- 
bled between the World Wars, when the founder of the 

department, William M. Ivins, traveled to Europe to pur- 
chase large groups of etchings, engravings, and woodcuts, 
including several albums of Italian prints assembled in the 

eighteenth century. The Museum's print holdings con- 
tinue to be enriched through judicious acquisitions and 

gifts of art and funds, such as the generous bequest of 
Elisha Whittelsey that enabled the purchase of many of 
the works illustrated here. 

The author of this volume is Wendy Thompson, assis- 
tant curator in the Department of Drawings and Prints, 
who was also responsible for the selection and organization 
of the exhibition. The Museum is extremely grateful to 
The Schiff Foundation for making the exhibition possible. 

Philippe de Montebello 
Director 
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INTRODUCTION 

IN THE INVESTIGATION and revival of antiquity 
that characterized the Italian Renaissance, artists often 

led the way, including devoted students of ancient art such 
as Andrea Mantegna and Raphael. The medium through 
which these painters communicated their findings was the 
print, a new invention that allowed hundreds of images to 
be generated from a single matrix of carved wood or 
incised metal. While some Renaissance artists collabo- 
rated with specialist printmakers- Raphael turned most 
frequently to Marcantonio Raimondi, an engraver who 
shared his antiquarian interests-others, such as Jacopo 
de' Barbari and Giulio Campagnola, created their own 
etchings and engravings. These inexpensive and portable 
works, among the first to bring together the stylistic mod- 
els provided by ancient art with the literary heritage of 

antiquity, served to generate enthusiasm for mythological 
subject matter throughout Europe. 

In the Baroque period Agostino Carracci and Pietro 
Testa used prints to disseminate novel mythological 
inventions derived from their reading of classical sources. 
Eighteenth-century artists, such as Giambattista Tiepolo 
and Giovanni David, found a creative outlet in etchings that 
evoked a mythical pastoral world or brought to life pagan 
tales of love and heroism. In addition, from Pollaiuolo's 
Labors ofHercules to Anton Raphael Mengs's Parnassus, mytho- 

logical designs in all media were recorded in prints that 
fed the fascination with such subjects and helped to main- 
tain the central role of the classical gods in Western art 
into the early I8oo00s. 

In this publication the main themes of Italian prints 
are arranged to correspond loosely to the structure of 
Ovid's Metamorphoses, the mythological text most frequently 
consulted by artists. As in that account, the narrative 
begins with the early days of the earth and concludes with 
the founding of Rome. Since the entries are arranged 
thematically, this introduction will provide a brief chrono- 
logical overview of the Italian mythological print. 

The earliest known Italian engravings, some of which 
date to the I45Os, are impressions on paper taken from 
small inked, incised plaques of silver or gold that were 
employed, once the grooves were inlaid with a dark, 

Peregrino da Cesena (act. Bologna ca. 1490-1520). 

Orpheus Charming the Animals, ca. 14905. Niello 
print, plate 2 i/i6 X I 3/6 in. (5.2 x 3 cm.). Harris 

Brisbane Dick Fund, 1928 (28.97.99) 

enamel-like alloy known as niello, in the decoration of 
liturgical objects, boxes, and sword fittings. Originally, the 
prints served goldsmiths as a means to check work in 
progress or to record a composition, but the appeal of the 
tiny pictures was such that metal plates were soon engraved 
in a similar style for the sole purpose of producing images 
(see illustration shown to scale above). To judge from 
published inventories, about a quarter of surviving niello 
prints depict mythological subjects. 

Pagan gods also appear in other early engravings. In the 
so-called Tarocchi di Mantegna, fifty images engraved in Ferrara 
during the 146os, the garments of the Muses (p. I4) recall 
classical dress, although elsewhere in the series the per- 
sonification of the planet Jupiter looks more like a medieval 
Christ than the chief god of the ancient Roman pantheon. 
In the Triumphs of Petrarch, created in Florence about two 
decades later, Jupiter, notorious for his many love affairs, is 
shown bound to Cupid's chariot, his appearance indistin- 
guishable from that of a Gothic king (p. 30). Andrea 
Mantegna's Bacchanals (pp. 24-25), produced in Mantua, 
were among the earliest Renaissance images in any medium 
to combine mythological subject matter with a style based 
on the study of ancient art. Although the dating is debated, 
most scholars place these engravings in the mid-I47os, 
roughly contemporary with Sandro Botticelli's painting 
of the Primavera (Spring) and prior to his Birth of Venus. The 

only earlier depictions of a pagan subject that may have 

approached Mantegna's in their adherence to antique mod- 
els were Antonio Pollaiuolo's lost Labors of Hercules (see p. 47), 
painted for the Medici palace in Florence in 1460. 

Since Mantegna received few commissions for paint- 
ings of mythological subjects and none before the 1490s, 
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Anonymous Italian. Venus and Mars Trapped by Vulcan and Mocked by 
the Gods. Woodcut illustration from folio 28 recto of Ovidio 

Metamorphoseos Volgare, Venice, Lucantonio Giunta, 1501 (second ed. 
with the same woodcuts as 1497 ed.). Rogers Fund, 1922 (22.I6) 

engraving provided a means for him to utilize his profound 
knowledge of antiquity in works that made his name and 
his designs known throughout Europe. Copied by the 
German master Albrecht Diirer, among others, Mantegna's 
prints introduced mythological themes into the repertoire 
of northern artists, and in Italy they served as models for 

work in all media. Among the Italians who found a model 

in Mantegna's classically proportioned nude figures was 

the Venetian Jacopo de' Barbari, whose engravings were a 

further source of inspiration for Diirer (p. I2), and whose 

career, spent largely in the service of northern courts, 

exemplifies the strong links that existed between his native 

city and European centers on the other side of the Alps. 
Such connections help to explain why by the end of the 

fifteenth century Venice emerged as the new center of 

book publishing in Europe. The printing press and move- 

able type had been invented in Germany in the 145os, but 

by the 148os hundreds of publishers had set up shop in 

Venice. The first woodblock cutters to produce illustra- 

tions for these early books were probably also of German 

origin. However, a native school of book illustration soon 

developed that was responsible for the clear and elegant 
narrative scenes (above) of the ovidio Metamorphoseos 

Volgare, an Italian paraphrase of Ovid's Metamorphoses, and 

reached its culmination in the images (opposite) that 

adorn Francesco Colonna's Hypnerotomachia Poliphili (The 
Strife of Love in a Dream of Poliphilus), often considered the 

most beautiful of incunabula. 

The texts as well as the illustrations of these works were 

important for subsequent mythological representations. 
The Hypnerotomachia-an erotic tale set in a revived ancient 

world and written in a peculiar blend of Italian and 

Latin-introduced Greek mythological sources, available 

to humanists in newly published editions in the original 
language, to a wider audience. The ovidio Metamorphoseos 
Volgare provided accessible summaries of the Augustan 
poet's compendium of classical myths. An essential refer- 
ence book for artists, it even contained a brief account of 
the events narrated in Virgil's Aeneid. 

The Romans had imitated Greek sculpture and fused 
the Greek gods with their own, and for the most part Ital- 
ians received both art and myth through these intermedi- 
aries. Although, as we shall see, the works of Theocritus 
and other Greek bucolic poets were popular with artists 
and their patrons, the authors of the Augustan "golden 
age" were the overwhelming favorites. The poetry of Ovid 

(43 B.C.-A.D. I7) and Virgil (70-19 B.C.) had never been 

entirely lost since it was part of the Latin curriculum in 
monasteries and universities throughout the Middle Ages. 
In twelfth-century France the legendary tale of the Trojan 
War was transformed into a courtly romance, the Roman 
de Troie, that kept alive the heroes of Virgil's epic. In the 
fourteenth century Ovid's Metamorphoses was translated 
into French by the monk Pierre Bersuire, a friend of 
Petrarch's, and then into Italian by the theologian Gio- 
vanni Bonsignore, both of whom added moralizing inter- 
pretations. With the invention of the printing press and 
the growing interest in mythology that characterized the 
Renaissance, Bonsignore's version became the basis of the 
illustrated edition first published in Venice in 1497 and 
frequently reissued (above). In the middle of the six- 
teenth century new verse translations appeared, including 
Lodovico Dolce's Le trasformationi of ISS3 and Giovanni 
Andrea dell'Anguillara's Metamorfosi in 156I-the latter still 
being used by Tiepolo in the eighteenth century. All of 
these editions were first published in Venice, and all but 
Anguillara's, which contained engravings, were illustrated 
with woodcuts. 

It was probably the presence of so many skilled cutters 
that made Venice home to such innovative woodcuts as 
the multiblock works of Jacopo de' Barbari and the 
expressionistic masterpieces of Giuseppe Scolari (p. 45). 
Ugo da Carpi, the first Italian artist to create the colored 
woodcuts known as chiaroscuri (p. 48), began his career in 
Venice, where he illustrated books and cut type. 

Like the new methods of book production, the 
chiaroscuro woodcut was a German innovation. The 
influence of Germany was also powerfully felt in the per- 
son of Diirer, who visited Venice twice and whose prints 
circulated throughout Italy. Early Italian engravers such as 
Giulio Campagnola, Giovanni Battista Palumba, and 
Cristofano Robetta learned from Diirer's technique and 
borrowed his landscape backgrounds (pp. 38, 39, 47). 
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Another printmaker who studied the German master was 
Marcantonio Raimondi. 

Marcantonio's early work, largely of his own invention, 
reflects the manner of his teacher Francesco Francia, a 
painter and niellist in Bologna (p. 42), but he soon began 
to borrow motifs from the prints of Diirer. In Venice 
about 50o6, Marcantonio purchased the German master's 
woodcut series of the Life of the Virgin (ca. 1503-05) and 
copied it in engravings. Perhaps the hatching of these 
woodcuts, simplified in comparison to the dense and var- 
ied strokes of Diirer's engravings, helped Marcantonio to 
systematize Duirer's technique and develop a new manner 
characterized by uniform, equidistant lines that curve 
around the forms to create volume. This new approach 
was perfectly suited to translating the art of the great 
Renaissance painter Raphael. 

Soon after Marcantonio's arrival in Rome about 1510o, 
he teamed up with Raphael to form one of the most fruit- 
ful collaborations in print history. Raphael's passionate 
interest in antiquity found expression in prints that he 
designed and entrusted to Marcantonio to execute. Works 
such as the Plague in Phrygia, the Quos Ego, and the Judgment of 
Paris (p. 50), two of which illustrate events from the Aeneid 
while the third depicts the origins of the Trojan War, are 
evidence of Raphael's fascination with mythical Roman 
history. The latter two are also testimony to his study of 
ancient sculpture, as is the Hercules and Antaeus created with 

Ugo da Carpi (p. 48). Unlike Mantegna, Raphael had 
many opportunities to paint mythological subjects, such as 
the Parnassus in the Vatican and the Galatea in the Villa Far- 
nesina, works that achieved exemplary status as a result of 
Marcantonio's engravings (p. I6). 

Another artist employed in the decoration of the Far- 
nesina was Baldassare Peruzzi, who had designed the villa, 
constructed in Rome between 50o6 and 1510, for his fellow 
Sienese Agostino Chigi. Peruzzi painted several rooms 
with Ovidian subjects and covered the entire exterior 
with frescoes in grisaille. It has been convincingly argued 
that the engraving The Power of Cupid (p. 40) by the Master 
of the Die is based on a design for the latter project. The 
only visual evidence for the decorative program is an anony- 
mous sixteenth-century drawing that records two of the 
scenes, both Ovidian love stories with compositions quite 
similar to the engraving. The series of prints that tells of 
Apollo's love for Daphne, engraved by the same master 
after Peruzzi's design (pp. IO-II), shares the emphasis on 

Cupid's triumph and may also be associated with the project. 
While many sixteenth-century engravings record indi- 

vidual frescoes from the Farnesina, the Vatican, and else- 
where, there was no attempt at this date to reproduce an 

entire cycle of wall decoration. The six prints by Marcan- 
tonio and his assistants, Agostino Veneziano and Marco 
Dente, based on designs for the stufetta (bathroom) of 
Cardinal Bibiena, would at first appear to constitute such 
a record, yet their purpose does not seem to have been 
documentary. The bathroom was painted in 1516 with 
episodes from the life of Venus, as well as the struggle 
between Pan and Cupid and the birth of Erichthonius 
from the sperm that Vulcan, thwarted in his desire for 
Minerva, spilled on the earth. The inclusion of the last 
subject in particular suggests that the program of the 
room had some relation to natural philosophy or the four 
elements, yet the only scenes engraved were those featur- 
ing Venus. The resulting series formed a highly marketable 
group of images of beautiful naked women, some with a 
specific erotic charge. In Veneziano's etching of Adonis 
fondling Venus, a phallus sprouts from a tree, and the hare 
in Dente's Venus Wounded by the Rose's Thorn (p. 36) probably 
alludes to the insatiable sexual appetite for which these 
creatures were known. 

Perhaps Baviero de' Carocci, hired by Raphael to run 
his print studio, was responsible for the selection. After 
the master's death "il Baviera" retained control of the cop- 
per plates and showed considerable initiative in commis- 
sioning new engravings-it was he who published Mar- 
cantonio's scandalous series of copulating couples known 
as I Modi and Giovanni Jacopo Caraglio's later Loves ofthe 
Gods, inspiring a whole genre of erotic mythological prints 
(pp. 32,34). 

Anonymous Italian.Worship of Venus at the Tomb ofAdonis. Woodcut 
illustration from Francesco Colonna, Hypnerotomachia Poliphili. Venice: 

Aldus Manutius, 1499. Gift of J. Pierpont Morgan 1923 (23.73.1) 



Andrea Schiavone (Andrea Meldolla, Italian, ca. IsIO-I563). Apollo and 
Daphne, ca.1538-40. Etching, sheet 3/4 x 37/8 in. (14.6 x 9.9 cm). 

Harris Brisbane Dick Fund, 1926 (26.70.3 [I95]) 

Following Raphael's death, the heirs to his tradition 

dispersed, spreading mythological subject matter through- 
out Italy and into France. The painter's foremost disciple, 
Giulio Romano, traveled to Mantua, where he designed 
the country home of the Gonzaga, known as the Palazzo 
Te, and planned its elaborate mythological program 

(1524-35). The drawings for the villa's frescoes were 

reproduced by Mantuan engravers such as Giorgio Ghisi 
and the Scultori family as well as by other sixteenth- 

century printmakers (p. I3). Perino del Vaga, who had also 

belonged to Raphael's Roman workshop, painted the 
vaults of the Palazzo Doria in Genoa in the early 1530s 
with emblems of the power of Jupiter and Neptune, 
designs that were recorded in contemporary prints (p. 8). 
Francesco Primaticcio, who had assisted Giulio Romano 
in the decoration of the Palazzo Te, traveled in 1532 to the 

palace of Fontainebleau in France, where, together with 
Rosso Fiorentino, he covered the walls of the former 

hunting lodge with frescoes depicting the ancient gods 
and heroes. Despite the remote location, the work of the 
Italians at Fontainebleau had great influence in Europe 
through the school of printmaking that arose there. 

Whereas earlier printmakers had used engraving to 

reproduce the drawings of painters, Primaticcio's assistant 
Antonio Fantuzzi (p. I8) and several other Fontainebleau 

printmakers turned to the faster technique of etching. 
Unlike engraving, in which a lozenge-shaped burin is 
pushed through the metal to create a groove-a craft that 
requires long training and considerable strength-etching 
utilizes skills similar to drawing. The artist scratches the 
design through a waxy ground with a pointed needle, 
exposing the metal; acid is then used to eat away the 
exposed lines. Etching had been popularized in Italy in the 

1520s by Parmigianino-an artist admired by Primaticcio 
-who showed the capacity of the medium to approximate 
the spontaneous character of a sketch. An etching by a fol- 
lower of Parmigianino, Andrea Schiavone (left), illustrates 
the potential of the technique; here the swiftly executed 
lines contribute to the dynamism of this scene of transfor- 
mation. Engravers such as the Mantuan Ghisi (p. 21) and 
the Bolognese Giulio Bonasone (p. 53) also reproduced 
drawings of the Fontainebleau school. 

The popularity of mythological prints reached its 

height in the first half of the sixteenth century, when the 

engravings of the Marcantonio school or the etchings pro- 
duced at Fontainebleau could, in themselves, fill several 
galleries with tales of the pagan gods. In the second half of 
the century fewer prints of classical subjects were created, 
in part due to the decrees of the Council of Trent, which 
condemned impropriety and excessive nudity while 

encouraging images that inspired religious devotion. At 
the same time a trend intensified that would prevail in the 
seventeenth and eighteenth centuries, the use of mythol- 
ogy as a visual language in which the gods stood for con- 

cepts-Venus for love, Hercules for strength, Diana for 
chastity. At the end of the sixteenth century, Federico 
Zuccaro adopted this allegorical mode to deliver a mes- 
sage concerning the plight of the artist and the virtues of 
art (p. I9). 

Like Raphael, Zuccaro employed the talents of a spe- 
cialist, in this case the Dutchman Cornelis Cort, to repro- 
duce his composition. The most important engraver active 
in Italy in the third quarter of the sixteenth century, Cort 
had developed a new type of incised line that swelled and 
tapered along its length and was particularly well suited to 

translating painterly effects. 
Cort's technique provided a model for Agostino Car- 

racci, a Bolognese artist who was unusual in combining a 
career as a painter with a prolific output as an engraver 
that included both reproductive prints of works he 
admired (p. 54) and subjects of his own design, usually 
mythological (p. 42). Together with his brother Annibale 
and his cousin Lodovico, Agostino helped to bring about a 
reform of painting, which had become arid and mannered 

by the end of the sixteenth century. The new approach, 
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introduced to Rome through Annibale's frescoes of the 
loves of the gods in the Palazzo Farnese, was idealized yet 
soundly based in nature and characterized by a fluency 
and an exuberance that would become hallmarks of the 
Baroque. This style is evident in Agostino's engravings 
(p. 42) and in the print impressed from the silver cup 
(pp. 26-27) that Annibale created in connection with the 
Palazzo Farnese commission. Annibale had been trained 
to wield the burin by his brother and probably engraved 
the cup with a similar tool, but by the 1590s he preferred 
the more flexible and expressive medium of etching. 

Many seventeenth-century painters tried their hand at 
etching, which allowed them to reproduce their drawing 
style and give free rein to their inventive capabilities. 
While some produced only a few prints, others, such as 
Pietro Testa, mastered the technique. Unable to obtain 
the public commissions he desired, Testa displayed his tal- 
ent and learning in etchings that drew on classical litera- 
ture and the allegorical language of mythology (p. 31). Sal- 
vator Rosa, greatly admired for his landscapes, wanted to 
become a serious figure painter; his ambitious etchings of 
philosophical and mythological subjects (p. 9) were cre- 
ated in hopes that patrons would request painted versions. 
Testa, Rosa, and other seventeenth-century artists work- 
ing in Italy also relied on etchings to make their paintings 
more widely known (pp. 29, 51, 55). Other painters, like 
Giovanni Benedetto Castiglione (p. 22) and Giulio Car- 
pione, employed the medium to create intimate evoca- 
tions of pastoral gatherings and bacchic revelries. 

In the eighteenth century Giambattista Tiepolo's col- 
lection of etchings by Testa, Rosa, and Castiglione sup- 
plied inspiration for his own print series, the Scherzi and 
the Capricci, which include bacchants and satyr families 

(p. 23). Francesco Fontebasso created a set of Arcadian 
idylls. With a few exceptions, such as the richly narrative 
works of Giovanni David (p. 46) and Gaetano Gandolfi's 
Rococo depiction of the Rape of Proserpina (see title 

page), references to specific myths are rare in original 
Italian prints of this period. However, the pagan gods and 
heroes still figured prominently in paintings and sculp- 
ture, and these were often reproduced-several of 

Tiepolo's mythological frescoes were sensitively etched by 
his son Domenico. Some artists became specialists in the 
reproductive print, utilizing a new mixed technique in 
which the setting was created through etching with nee- 
dles of various widths, while the smooth flesh of faces 
and figures was carefully modeled with the burin, 
resulting in images that duplicated the tonal qualities of 
a painting (see enlarged detail on inside back cover). 
Skilled printmakers like Francesco Rosaspina (p. 44) and 

Raphael Morghen (p. I7) were greatly admired for their 
highly finished replicas of popular works. 

While a wide range of mythological themes appears in 
Italian prints, certain topics emerge as favorites and oth- 
ers are rarely chosen. It is noteworthy, for example, that 
myths that deal with natural phenomena, explaining the 
course of the seasons or the interaction of the elements, 
were seldom illustrated. Even when myths that lent them- 
selves to such an interpretation-Apollo and Daphne or 
the Rape of Proserpina, for example-were represented, the 
emphasis was usually on other aspects of the tale. Moreover, 
in spite of artists' reliance on Ovid's Metamorphoses, which 
opens with the words "my intention is to tell of bodies 
changed," the transformations so essential to the poem 
scarcely appear in Italian prints, apart from Daphne's meta- 
morphosis into a laurel. It seems that the preferred themes 
in mythological prints were those that were relevant to 
the concerns of daily life, such as the ultimate triumph of 
love over even the high and mighty and the various paths 
to glory, from the visual arts to martial skills. 

As noted in the discussion above, many prints reflected 
monumental works, most commonly fresco paintings in 
private palaces. Representations of Hercules in such set- 
tings alluded to the patron's valor or recalled the illustri- 
ous ancestry of the princely house. Scenes from the Trojan 
War had been recommended by Vitruvius (late ISt century 
B.C.) as decoration for the public spaces of Roman homes, 
and Renaissance patrons eagerly followed suit, establish- 
ing their own families' connection to the heroes of epic 
poetry. Subjects related to Apollo and the Muses frequently 
figured in the painted programs of villas, where they 
referred to the poetic gifts or literary patronage of the 
owner. Rooms decorated in commemoration of a wedding 
or as a setting for a prized mistress were often adorned 
with stories that celebrated love's power in the universe- 
another of Ovid's favorite themes. 

The same range of subject matter is found in prints 
created as independent works of art. The desire to consort 
with the Muses was evidently as dear to the hearts of artists 
as it was to their princely patrons. Printmakers also took 
pleasure in depicting the love affairs of the gods, episodes 
that allowed them to emulate the ideal bodies of the classi- 
cal statues and that found a ready market. From the Renais- 
sance through the Neoclassical period, the tribulations of 
love and the quest for immortal fame remained primary 
preoccupations of artists, writers, and their audience. These 
topics, not without resonance in our own day, find plentiful 
expression in the prints illustrated in the following pages. 
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Attributed to Girolamo Fagiuoli (act. Bologna by I539, d. Bologna I574) after Perino del Vaga (Pietro 
Buonaccorsi, Florence 1501-1547 Rome). Fall ofthe Giants, ca. I530o-40S. Engraving, plate 13 3/8 x 22 3/8 in. 

(34 x 56.8 cm). The Elisha Whittelsey Collection, The Elisha Whittelsey Fund, 1949 (49.95.8) 

A CGCORDING TO OVID'S Metamorphoses, after the 
Golden Age had passed away, the Silver Age followed 

and then declined through the Bronze Age to the wicked 

Age of Iron. When men had become thoroughly evil, and 
the goddess Justice had abandoned the blood-soaked earth, 
even the dwelling place of the Olympian gods was threat- 
ened: "Giants essayed the very throne of heaven, piling huge 
mountains, one on another, clear up to the stars" (Met. 1.151- 

53). This impious act of hubris neither succeeded nor went 

unpunished, for the supreme god Jupiter (the Greek Zeus) 
hurled his thunderbolt into the pile, toppling the mountains 

and burying the assailants beneath their weight. 
In the mid-sixteenth century this story of Jupiter over- 

coming an evil uprising was often associated with the vic- 

tories of Charles V crowned Holy Roman emperor in 

Bologna in 1530, in suppressing the Protestant heresy 
Such was the case with the vault painted about 1533 by 
Perino del Vaga in a chamber that served as a temporary 
throne room for the emperor in the palace of Andrea 

Doria in Genoa. The handsome engraving above records 

one of Perino's preliminary drawings for the fresco. Perino 

follows Ovid's account in making Jupiter the sole cause of 

the giants' destruction, yet includes the boulders and 
uprooted trees mentioned by the Greek mythographer 
Apollodorus (Library 1.6.1) as weapons of the giants in 
their attack on the gods. 

Another version of the subject painted to honor 
Charles V is Giulio Romano's famous frescoed room in 
the Palazzo Te in Mantua (ca. 1530-34), where the viewer 
is surrounded by images of crumbling mountains and 
crushed cartoonlike giants. This work inspired later 
depictions, including Salvator Rosa's etching at right. 
More than a dozen preparatory drawings survive for 
Rosa's print, indicating the effort that he put into its cre- 
ation. Although Rosa signed the work Salvator Rosa 
Inv. [enit] pinx. [it] (invented and painted by Salvator Rosa), 
the etching is not derived from a painting. As Rosa 
explained in a letter to his friend the poet and playwright 
Giovanni Battista Ricciardi, he hoped that such inscrip- 
tions would encourage patrons to request a painted ver- 
sion of his etched compositions, yet he lamented that, so 
far, "even afantasia like the Giants has not been enough to 
create the desire in anyone to see it colored." 



Salvator Rosa (Arenella, Naples i6I5-I673 Rome). Fall ofthe Giants, I663. Etching with drypoint, plate 28 9/6 x 

8 3/8 in. (72.5 x 46.6 cm). Gift of Georgiana W Sargent, in memory of John Osborne Sargent, 1924 (24.63.I829) 
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ABOVE AND OPPOSITE: Master of the Die (act. Rome ca. 1525-60) after Baldassare Peruzzi (Siena I48I-1536 

Rome). The Story ofApollo and Daphne, ca. 1525-35. Engravings, sheets approximately 7 I/8 x 9 5/8 in. (i8.I x 

24.4 cm). The Elisha Whittelsey Collection, The Elisha Whittelsey Fund, I949 (49.97.323-.326) 

IN OVID'S ACCOUNT of the early days of the earth 

(Met. 1.253-444), the violent race that arose from the 
blood of the slaughtered giants was destroyed by Jupiter 
through a universal flood-only the virtuous Pyrrha and 
Deucalion were spared to create a new generation of 
humans. When the waters receded, the monstrous Python 
emerged and was slain by Apollo, as seen in the fore- 
ground of the first engraving in this series. In the back- 
ground the victorious archer mocks Cupid (the Greek 

Eros) for attempting to wield the bow, a weapon unsuited 
to his diminutive stature. To the left of this encounter 

Cupid exacts his revenge, aiming at Apollo's heart the 

golden arrow that engenders true love. Cupid has already 
shot the nymph Daphne-seen in the distance leading the 
life of a virgin huntress-but with a lead-tipped arrow 
that has made her antipathetic to love. In the second 

engraving Daphne begs her father, the river god Peneus, to 
allow her to remain unmarried. The third print depicts 
Apollo's vain pursuit. The verses at the bottom of the 

etching describe, in a paraphrase of Ovid (1.527-30), how 
the wind further kindled Apollo's longing by lifting 
Daphne's garments to reveal her lovely limbs. In the back- 
ground Apollo finally grasps his love too late, for her 
father has answered her plea for help and transformed her 
into a laurel. The last scene depicts Peneus with other 
river gods, who console him for the loss of his daughter. 

We know that Peruzzi decorated the outside of the 
Chigi villa in Rome (called the Farnesina after its later 

owners) with Ovidian love stories in grisaille, and it is 
possible that these prints record part of that design. The 
inclusion in the last scene of the river god Inachus, who 
remained in his cave on the cliff top because he was 
mourning the loss of his own daughter lo, is Ovid's transi- 
tion to the story of Jupiter and lo-who also appear in the 
background of this print-and suggests that these engrav- 
ings are based on a larger Ovidian cycle. The two scenes 
devoted to naiads and river gods with their vases in front 
of rocky caves would make more sense if the narrative had 
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been planned for a garden wall, where these episodes 
could simulate grottoes or complement fountains. 

The tale illustrated here, from the first book of Ovid's 

Metamorphoses, can be read on several levels. On the most 
obvious, the prints refer to one of Ovid's favorite themes, 
Cupid's victory over other powerful gods. Ovid also 

encouraged an interpretation as natural philosophy, for in 

describing the conception of Python, he writes, "when 
moisture and heat unite, life is conceived" (1.430-31). It is 

evident that such a reading was current in the sixteenth 
century, for the Neoplatonic philosopher and poet Leone 
Ebreo (Judah Leon Abrabanel, ca. 146o-ca. 1521) inter- 
preted the arrows shot into the giant snake by the sun god 
Apollo as the solar rays that destroy moisture. He also 
characterized Daphne's transformation into a tree as illus- 
trating the power of the sun (Apollo) and water (Peneus) 
to generate plant life from the earth. This interpretation 
is hinted at in the 1501oI Italian edition of Ovid, where 
Apollo is identified as the sun. In this print series there is 

H or Pntneo the atf m in & orjtn I tnircu ntfumi atli apren e 
Perrr d& i tWmpb ettta Vennon Ca nAkrlo.r atufta 

Par cn if. ufrin w a n L of r . Io to 
E m 4lia. Mel con lo 6 an itntn P nro una ona era ncafe" . 

an unusual emphasis on water, yet no attempt has been 
made to stress Apollo's solar nature. 

The story also accounts for the significance of the 
laurel. Once Daphne (Greek for laurel) was transformed, 
Apollo vowed that the tree would be sacred to him, 
adorning his head and lyre and providing a crown for vic- 
tors. As Apollo is the god of poetry-a role alluded to by 
the vignette of Parnassus and the Muses in the first 
print-the laurel wreath came to be associated with the 
victorious poet. 

The Master of the Die, who takes his name from the 
die with which he signed his works, has been associated 
with the school of Marcantonio Raimondi on the basis 
of his style, although he seems to belong to a younger 
generation. One theory holds that the anonymous 
engraver, who often worked from designs by Peruzzi, 
was Raimondi's natural son. 
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IN THIS ENGRAVING Apollo appears in his role as 
sun god, standing in splendor atop a celestial sphere on 

which his path is clearly marked. Surrounded by a nimbus 
of light, the golden-haired god sends out arrows that sig- 
nify the rays of the sun. The print depicts the moment 
when night, symbolized by Apollo's sister Diana (the 
Greek Artemis), goddess of the moon, gives way to day. 
The chaste huntress is accompanied by a deer and 
crowned by a small glowing orb. 

A painter as well as a printmaker, Barbari had little 
opportunity to explore classical themes in his paintings, 
mostly commissioned portraits or devotional images. It 

was through engravings such as this one, with its idealized 
nude figures and mythological subject, that he made his 
influence felt, providing inspiration to Albrecht Diirer 
and other northern masters. Barbari worked for many 
years in northern Europe, where he introduced a more 
elevated concept of the artist: Contemporary with his 
creation of this print, he wrote a treatise on the nobility 
of painting for the elector of Saxony, Frederick the Wise. 
There he argued that a knowledge of astronomy was 
among the arts essential to painters, so that they could 
accurately depict those external signs of planetary 
influence that reveal a person's character. 

"i 0 in A LEFT 

Jacopo de' Barbari (Venice? 
ca. I46o/70-before 1516 Meche- 
len or Brussels). Apollo and Diana, 
ca. 1503-5. Engraving, plate 6/4 x 

3/ i 36 in. (I5.9 x 9.9 cm). Rogers 
Fund, 1920 (20.92.2) 

OPPOSITE: 

,~5, ,\ , x , j ; Angiolo Falconetto (act. Trentino 

7^ ̂ .'\. Ju tnear Verona? ca. 555 67, d. before 
/o V /X \ af1572) after Giulio Romano (Giulio 

Pippi, Rome 1499 (?)-1546 Man- 
\2- '- - 

\ jsy tua). Apollo, Pegasus, and the Hip- 
~. .: \ w pocrene Spring, mid-I6th century. 

ES:^ .....- -- " 
w Etching, plate 81/4 x 6 /8 in. (20.9 x 

I6.9 cm). The Elisha Whittelsey 
"^^- : XJf^ \ Collection, The Elisha Whittelsey 

:,$ .i? ;; ,^ \ Fund, 1949 (49.95.286) 
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A s HAD BECOME TRADITIONAL in villa decoration, 

the country retreat of Duke Federico I I Gonzaga in 
Mantua contained a space dedicated to the Muses. Known 
as the Palazzo Te, the building had been designed by Giulio 
Romano, who was also the mastermind behind the elabo- 
rate mythological program of the fresco decoration. This 
etching is based on one of the two lunettes in the Loggia 
delle Muse, where in about 1532 Rinaldo Mantovano had 
painted the two springs of poetic inspiration, the Castal- 
ian and the Hippocrene, based on drawings by Giulio. 
Here we see the Hippocrene font, created by a blow from 
Pegasus's hoof, flowing through the reeds of a large pan 
pipe supported by Apollo. In his role as the god of poetry, 
Apollo holds the mask of drama and a pen, while a blank 
book is propped at his feet. 

The leaves of the laurel or bay tree, placidly munched 
by the winged horse, have also been fashioned into a pair 

of wreaths. One crowns Apollo's head while the other 
seems to await a future poet. In antiquity the laurel 
wreath, associated with victory in war or in athletic games, 
was only rarely the reward of poets (Horace, Odes 3.30). 
Yet from the time of Petrarch's coronation with laurel on 
the Capitoline Hill in Rome in I341-in what he and his 
contemporaries believed was the revival of an ancient 
custom-the evergreen leaves were inextricably linked to 
poetic fame. 

The bay tree was associated with Mount Parnassus, 
whereas the Hippocrene spring was said to flow on Mount 
Helicon. The fusion of the two Greek mountains, both 
claimed as haunts of the Muses, began with the commen- 
tators of late antiquity-some of whom called Helicon 
the higher peak of the twin-peaked Parnassus-and was 
commonplace by the Renaissance. 
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T HE FIFTY ENGRAVINGS of the so-called Tarocchi 
di Mantegna were neither designed by the Mantuan 

artist Andrea Mantegna nor do they form a true tarot 
deck, lacking suits, number cards, and court or face cards. 
A series of images that illustrates the hierarchy of the uni- 
verse, from the lowly beggar of the first card to the celestial 

spheres of the last, the engravings may have been intended 
as a didactic game or simply an instructional booklet. 
Between the ten prints that represent the states of man 
and the ten that depict personifications of the arts and 
sciences, we find images of the nine Muses with their 
leader Apollo, mediators between humanity and knowl- 

edge. The Muses, daughters of Zeus and Mnemosyne 

(Memory), appear in the work of the early Greek poets 
Hesiod and Homer as a choir of sisters associated with 
poetry and music. Most of the Muses in the Tarocchi play 
instruments, and their relationship to the divine harmony 
of the celestial spheres has been suggested by placing 
spheres at their feet. 

In the Tarocchi the traditional seven Liberal Arts have 

been augmented by Poetry, Philosophy, and Theology to 
create a group of ten. Laurel-crowned Poetry (left) is 
shown seated in front of Parnassus, playing the flute, sym- 
bol of eloquence, as she irrigates the earth with the inspi- 
rational waters of the Castalian source. Poetry had not 
been held in high esteem since the Roman philosopher 
Boethius (ca. 48o-ca. 525) had attacked the Muses, call- 
ing them sirens and theatrical whores rightly banished by 
Lady Philosophy. Although defended by the poets Petrarch 
and Boccaccio in the fourteenth century, the place of poetry 
was still a contentious issue in Ferrara in the late I44OS- 
under attack by visiting clergy-when a series of Muses was 
commissioned by Leonello d'Este for his studiolo at Villa 
Belfiore. The presence of the Muses in the tarocchi, also orig- 
inating in a humanistic context in Ferrara at midcentury, 
seems a further attempt to rehabilitate and honor the sisters. 

The series exists in two versions, given names based on 
an irregularity in the lettering of the second group. The E 
series, shown here, is the original, while the S series is a 
copy of the former, created a few years later. 
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A CCORDING TO OVID (Met. 5.250-678), Minerva point upward, as if to birds perched in the branches above. 

(the Greek Athena) traveled to the home of the Muses The creator of this lovely etching is a mystery. It is clos- 
to see the miraculous fountain brought forth by Pegasus. est to the work of Andrea Schiavone, known as Meldolla 
There the sisters told her the tale of their singing compe- (Italian, ca. 1510-1563)-to whom it was formerly attrib- 
tition with the nine daughters of the Macedonian king uted-yet the closed contours and rounded forms, as well 
Pierus and how the boastful Pierides lost the contest and as the sweet, soft faces of the women, are not found in any 
were turned into magpies. Some of the Muses in this etching of his other works. 

OPPOSITE, LEFT: 

Ferrarese school, Poetry, 
ca. 1465-67. Engraving 
with applied gilding, 
sheet 6 

9/i6 
x 3 I/2 in. 

(I6.6 x 8.9 cm), border 
trimmed. The Elisha o| :;- 

Whittelsey Collection, 
The Elisha Whittelsey 
Fund, 1959 (59.570.32) 

OPPOSITE, RIGHT: 

Ferrarese school, 
The Muse Euterpe, 
ca. 1465-67. Engraving, 
sheet 7/4 x 4 in. (18.4 x 

10.2 cm). Gift of Junius 
S. Morgan, i919 

(19.52.I8) 

RIGHT: 

Emilian (?) school, 
Minerva and the Muses, 
mid-i6th century. 
Etching and drypoint, 
sheet 8 3/4 x 6 5/6 in. 

(22.2 x i6 cm). Harris 
Brisbane Dick Fund, 
1927 (2778.2.[99]) 
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Marcantonio Raimondi (Argini, near Bologna I470/82-I527/34 Bologna?) after Raphael (Raffaello Sanzio, 
Urbino 1483-1520 Rome). Apollo and the Muses on Parnassus, ca. 1514-20. Engraving, sheet 14 x 18 3/8 in. (35.6 x 
46.9 cm). Gift of Henry Walters, 1917 (17.37.150) 

R AP HAEL'S Parnassus in the Vatican is the paradigmatic 
representation of the theme, from which all later 

versions of the subject drew inspiration. Since the room in 

which it was painted, the Stanza della Segnatura-generally 

presumed to have been the private library of Pope Julius I I- 

was not publicly accessible until well into the seventeenth 

century, it was Marcantonio's print that spread the fame 

of the composition throughout Europe and established its 

canonical status. The print is unusual among those pro- 
duced by Marcantonio and his school in that it purports 
to show the finished fresco in its final location, even rep- 

resenting in detail (although not accurately) the window 

to which Raphael was forced to adapt his composition. 
All evidence suggests that Marcantonio and other 

engravers of his time worked from drawings and not from 

finished paintings. This print is no exception. Numerous 

differences between the engraving and the fresco indicate 
that Marcantonio recorded an early idea of Raphael's that 
was later modified, either to satisfy Julius I I or because 
Raphael's conception evolved over time. In the completed 
fresco the cupids bearing wreaths of laurel were omitted, 
Apollo's ancient lyre with seven strings was replaced by a 
modern, nine-stringed lira da bracchio, and more identifiable 
poets were added, including Sappho and a number of 
Raphael's contemporaries. The inclusion of a sixteenth- 
century musical instrument and living poets must have 
been intended to suggest that Parnassus was not a nostalgic 
fiction but a living reality within the papal court. 

The rather clumsy figures in the right foreground 
were probably completed by another engraver, who may 
also have filled the central space-still blank in a proof 
impression in Cleveland-with the fictive window. 



O N E OF THE MOST significant artistic commissions 

of the eighteenth century in Italy was the Parnassus 

painted by Mengs in 176I for the Villa Albani in Rome 

and hailed as a manifesto of the new style known as Neo- 

classicism. In contrast to the vast illusionistic spaces con- 

jured up by Mengs's contemporary, Giambattista Tiepolo, 
this ceiling design eschews foreshortening-the figures are 

deliberately arranged in a shallow frieze. The carefully 
differentiated Muses, accompanied by their mother 

Mnemosyne, derive from ancient sculptures, while the 

setting, a small grove of laurels in which the Muses are 

grouped around Apollo, harks back to Raphael's fresco. 

Johann Joachim Winckelmann, in his influential Geschichte 
der Kunst des Altertums (History of the Art of the Antiquity) of 

1764, presented the Parnassus as the model of the perfect 
painting and Mengs as the new Raphael, destined to sur- 
pass all others. 

Raphael Morghen was one of the most admired of the 
technically accomplished reproductive engravers whose 
replicas of famous paintings, whether by contemporaries 
like Mengs or by earlier masters-prominent among them 
Raphael-were so prized at the end of the eighteenth 
century. 

Raphael Morghen (Naples 1758-I833 Florence) after Anton Raphael Mengs (Aussig, Bohemia 1728-1779 
Rome). Apollo and the Muses on Parnassus, 1784. Engraving and etching, first state before inscription; plate 19 3/4 x 

29'5 /6 in. (50.2 x 76 cm). Harris Brisbane Dick Fund, 1928 (28.22.36) 
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T HIS REPRESENTATION of the Muses disconcert- 

ingly contains ten female figures. Perhaps Mnemosyne 
is included or perhaps the woman with two infants is a 

personification of the earth, based on ancient Roman 
examples. The reclining male figure in the foreground 
could be Apollo or a river god. In the background at right 
a male figure straddles the Hippocrene, shown gushing 
forth with a blow from Pegasus's hoof. This spring flows 
from a serpent-haired gorgon mask, for the Hippocrene 
was also known as the Gorgonean fountain: Pegasus issued 
from the neck of the gorgon Medusa when she was 
beheaded by Perseus. 

In its rough execution, claustrophobic composition, 
and stylized, attenuated figures, this print is characteristic 
of the school of printmaking that arose at Fontainebleau, 
the palace of Francis I outside Paris. Fantuzzi was appar- 
ently called to Fontainebleau to assist his fellow Bolog- 
nese, the painter Francesco Primaticcio. Although records 
indicate that he designed some of the grotesques that 
were a vital part of the decorative scheme, today Fantuzzi 
is best known for his more than one hundred etchings 
after drawings by Primaticcio, Rosso, Giulio Romano, and 
others. Both Primaticcio and Niccolo dell'Abate painted 
frescoes of Parnassus at Fontainebleau, yet neither of 
these paintings corresponds to Fantuzzi's composition, 
suggesting that he may have designed it himself. 

0W 5 H ILE THE MUSES were initially associated with 

poets, scholars, and noble patrons of the arts, it 
was not long before artists sought to join these ranks. The 
Horatian adage Utpicturapoesis (as painting so poetry) was 
the basis for the claim that painting, like poetry, deserved 
the status of a liberal art. As part of the attempt to elevate 
the visual arts, academies were formed to replace the old 
guild system that grouped artists with other craftsman on 
the basis of their materials. The theoretically inclined 
Federico Zuccaro, who later founded an artists' academy 
in Rome, designed this print (opposite) during his stay in 
Florence, where he hoped to play a leading role in the 
academy established there in 1563. 

In a story told by at least two sixteenth-century Italian 
writers, Painting took the form of a beautiful woman, who 
lamented her sorry treatment in the current age. Here she 
appears to a seated artist (Zuccaro) and points to Olym- 
pus, where the Graces and weeping Muses beg Jupiter to 
allow the Muse of design to join her nine sisters. Minerva, 
like Apollo a protector of the arts, shows Jupiter an alle- 
gorical representation of Faith under attack by Heresy, 
demonstrating painting's capacity to convey a moral mes- 
sage. Zuccaro's use of personification had solid precedent 
in classical art and literature. Indeed the figure of Envy, 
who appears at the bottom of the print, is based on a 
description in Ovid's Metamorphoses (2.760-86). 



OPPOSITE: Antonio Fantuzzi (b. Bologna, act. France 1537-50). The Muses on Mount Parnassus, 1542-43. Etching, sheet 93/4 x 
iS3/i6 

in. 

(24.7 x 38.5 cm). The Elisha Whittelsey Collection, The Elisha Whittelsey Fund, 1949 (49.97.585) 

ABOVE: Cornelis Cort (Hoorn, the Netherlands ca. 1533-before 1578 Rome) after Federico Zuccaro (Sant'Angelo in Vado 1540/42- 
1609 Ancona). Lament ofthe Art ofPainting, 1572 or 1578? Engraving, first state before inscription; upper plate 14'4 x 21 1/8 in. (36.2 x 

53.7 cm); lower plate 14 1/I6 
X 2 

3/i6 
in. (37.3 x 53.4 cm). Charles C. Offin Fund, 1988 (1988.1086) 
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A CCORDING TO OVID'S Metamorphoses (6.382-400, 

11.146-93), Apollo engaged in two musical competi- 
tions. When the shepherd Marsyas boasted that he could 

rival Apollo with his flute, the god proved his superiority 
and then-taking advantage of the agreement that the 

winner could do as he liked with the loser-punished 

Marsyas by flaying him alive. The Arcadian god Pan 

emerged unscathed from his own competition with Apollo, 
although King Midas, present at the contest, had his ears 

transformed into long shaggy gray ones for his foolishness 

in preferring Pan's rustic pipes to Apollo's ethereal strains. 

Below Meier has cleverly combined the two stories: as 

Midas points to the woodland god, Apollo not only grants 
the king the ass's ears but mocks him with the skin of 

Marsyas, whose flayed body is displayed at left. 

Although Meier's name suggests a northern origin, 

nothing is known of his work outside of Italy. This 

engraving is dedicated to the grand duke of Tuscany, 
Francesco de' Medici, and may have been created in 

connection with studies at the Florentine Academy, 
founded by Francesco's father, Cosimo I. The proportions 
and features of Apollo recall the revered statue of the god 
in the Vatican sculpture court, while the exposed muscles 
of Marsyas would have provided a useful anatomical 
model for other artists. 

T HE ENGRAVING (right) of the competition be- 
tween Pan and Apollo is based on one of four fres- 

coes-the other three represent groups of Muses-that 
surrounded a central depiction of Venus and the Fates on 
the vault of the Galerie d'Ulisse at Fontainebleau. Apollo 
was represented at least ten times in this elaborate cycle, 
now known to us only through prints, drawings, and written 
accounts. Sometimes shown in his role as patron of poetry, 
he more often appeared as the sun god. Given the plane- 
tary symbolism of the ceiling, it seems likely that the music 
making here is associated with the harmonies of the cosmos. 

Melchior Meier (act. Tuscany ca. 1572-82). Apollo, Marsyas, and theJudgment ofMidas, 1582. Engraving, 
plate 9 x I2 5/i6 in. (22.9 x 31.3 cm). Gift of Felix M. Warburg and his family, I941 (41.1.210) 
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Giorgio Ghisi (Mantua 
1520-I582 Mantua) after 
Francesco Primaticcio 

(Bologna 1504- I570 

:||H 
' 

Paris). Apollo, Pan, and a 

t~iy Putto Blowing a Horn, 
5S6os. Engraving, third 

state; sheet (trimmed to 
Br border line) II 3/4 x 6 /2 in. 

(29.8 x I6.5 cm). The Elisha 
Whittelsey Collection, The 

Elisha Whittelsey Fund, I949 

(49.95.16i) 
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ABOVE: Giovanni Benedetto Castiglione (bapt. Genoa I609, d. I664 Mantua). Pan Reclining before a Large Vase, 
published I648. Etching, sheet 4I/2 x 8 3/8 in. (11.4 x 21.2 cm). Purchase, Joseph Pulitzer Bequest, 1917 

(17.50.17-464) 

OPPOSITE: Giambattista Tiepolo (Venice I696-I1770 Madrid). A Satyr Family, from the Scherzi di Fantasia, 
ca. 1743-57. Etching, plate 87/8 x 6 5/i6 in. (22.6 x I7.6 cm). Purchase,The Elisha Whittelsey Collection, The 
Elisha Whittelsey Fund, Dodge and Pfeiffer Funds, and Joseph Pulitzer Bequest; and Gift of Bertina Suida 
Manning and Robert L. Manning, 1976 (1976.5371 9) 

with me in the woods you shall rival Pan in song. Pan it was who first 
taught man to make many reeds one with wax; Pan caresfor the sheep 
and the shepherds.... 

VI RG I L, Eclogue 2.30-35 

IN THE I640 Castiglione produced a group of etch- 

ings that brings to life the world of Theocritus's Idylls 
and Virgil's Eclogues, in which Pan is frequently evoked as 
lord of the flocks and of the pastoral poet. In one of the 
prints, closely related to a drawing by Castiglione in the 
Museum's collection (acc. no. 62.126), the Arcadian god 
instructs Apollo in playing the flute, while in two of the 
others, satyrs make music at the base of a herm of Pan. In 
this etching the resting god, who wears his customary 
crown of pine, receives a second crown of grape leaves 
from a group of satyrs. The volcano in the background 
must be Etna, for the rustic poetry of Theocritus (ca. 310- 
250 B.C.) was set in his native Sicily, as were Virgil's 
Eclogues, modeled on the work of the Greek poet. 

Sketchy and spontaneous in feeling, Castiglione's 
etchings, inspired in part by his study of Rembrandt, are 
composed of masses of loose, parallel lines that suggest 
texture, movement, and effects of light simultaneously. 

T IEPOLO, FAMED FOR his luminous ceiling frescoes 
populated by Olympian gods and allegorical figures, 

gave free rein to his fantasy in the Scherzi. While the etch- 
ings have no clear narrative, a group of them depicts the 
nymphs and satyrs who were followers of Bacchus (the 
Greek Dionysos), god of wine. From the Renaissance on 
satyrs are often indistinguishable from Pan-in antiquity 
were rarely shown with goat's legs-yet the seated figure 
here, with his horns and bristly crown, pipes in hand, 
could be intended as the woodland god. The owl perched 
on a pole is the only link between this sunny scene and 
many of the more sinister images of the Scherzi with their 
intimations of sorcery. 

22 . 



A -~~~~~~~~~~~~~~~~ 

,~~~~~~~~~~~~~~~~~~~~~~~~~~~~ -~ ~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~7 

.fJ~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~J 



Andrea Mantegna (Isola di Carturo, near Padua I430/3I-1506 Mantua). Bacchanal with a Wine Vat, 
ca. 14705. Engraving, sheet II3/4 x 17I/4 in. (29.8 x 43.8 cm). Purchase, Rogers Fund, The Charles Engelhard 
Foundation Gift, and The Elisha Whittelsey Collection, The Elisha Whittelsey Fund, 1986 (1986.1159) 

\M tANTEGNA'S PROFOUND and impassioned study 
of ancient art is evident from these pendant 

engravings, which recall ancient relief sculpture in their 
friezelike compositions and stony three-dimensionality. 
Some of the figural motifs were adapted from two sar- 

cophagi then in Rome, probably known to Mantegna 
through the intermediary of drawing books such as the 
one that passed through his hands in the mid-I47os. 

While the precise meaning of these scenes of revelry 
has eluded scholars, the most decisive event occurring in 
each is a coronation, an act that, by Mantegna's time, was 
often linked to the recognition of poetic gifts. In the print 
at right the figure being crowned is clearly Silenus, the 
tutor of Bacchus, known for his wisdom as well as for his 
inebriation. In representing Silenus, any artist resident in 
Mantua, the city of Virgil's birth, would have in mind the 

poet's sixth Eclogue. There Virgil described how Silenus 
was roused from drunken sleep by two satyrs and a 

nymph, bound with his own garlands and forced to sing. 

His song of the creation and the ways of nature incited 
the fauns and wild beasts to move in a stately dance 

(6.13-28). The Eclogues contain many accounts of poetry 
competitions, usually between shepherds. Even in the case 
of solo performances, there is a sense of rivalry with previ- 
ous performances, as when Silenus's verse is favorably 
compared to that of Apollo and Orpheus. In the engrav- 
ing he seems to be lifted in triumph as he receives his 
wreath of grapevines. 

We find references to crowning poets with ivy in 

Virgil's Eclogues (7.25) and with laurel in the Odes (3.30) of 

Virgil's friend Horace (65-8 B.C.). In another of Horace's 
Odes, in which the inspirational power of Bacchus is 
invoked, we find a reference to a wreath of grapevines: 
"Sweet is the peril, 0 lord of the wine press, to follow the 

god, crowning my temples with verdant vine sprays" (Odes 

3.25). The heroic nude who receives the crown in the 

engraving at left, his only attribute a cornucopia filled with 
grapes, is usually identified as Bacchus. The association of 
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Andrea Mantegna. Bacchanal with Silenus, ca. I4705. Engraving, plate II3/4 x I73/6 in. (29.9 x 43.7 cm). 
Anonymous Gift, 1929 (29.44.15) 

Bacchus with poetry was not uncommon. One tradition, 
handed down by Boccaccio, held that the lower peak of 
Parnassus was sacred to the god. Horace relates how he 
saw the wine god on the cliffs, teaching songs to the nymphs 
and the "goat-footed satyrs with their pointed ears" and 
continues "'tis meet for me to sing of the Bacchanals, to 
tell of the fountains of wine" (Odes 2.19). 

It has been persuasively argued that Mantegna's related 

engraved subject, the Battle of the Sea Gods, represents a race 
of sculptors driven by envy to bestial squabbling. The Bac- 
chanals also seem to allude to artistic rivalry, in this case the 

peaceful and festive poetry competitions of antiquity, in 
which genius was duly honored. 

The engravings of Mantegna, generally recognized as 
the greatest prints of the Italian Renaissance, introduced a 
new method of hatching that has more in common with 
the artist's drawing technique than with earlier engravings. 
The innovative nature of these prints has been underlined 

by recent examination under high magnification, which 

revealed qualities more characteristic of a draftsman than 
a copyist, such as spontaneity of line and a searching con- 
tour that varies greatly in width and depth. Questions 
have been raised as to whether Mantegna, a successful 
painter who never received any training as a metalworker, 
actually executed the seven engravings normally attributed 
to him, yet the revolutionary character of these prints, 
technically as well as iconographically, argues in favor of 
authorship by a major artist. The discovery of a contract 
in which Mantegna engaged the goldsmith Gian Marco 
Cavalli to engrave a number of his drawings proves that by 
1475 the painter wished to delegate some of the labor; 
however, most scholars believe that the majority of the 
prints considered autograph had been completed by this 
date. Mantegna probably found the effort involved in 

mastering the new medium amply rewarded by the oppor- 
tunity it offered to him to explore his fascination with 
antiquity and make the resulting images known far 
beyond the circle of the Mantuan court. 
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Annibale Carracci (Bologna 1560-o609 Rome). Studyfor The Drunken Silenus (Tazza Farnese), 
ca. 1597-I600oo. Pen and brown ink and wash over black chalk, border incised for transfer; diam. Io/0i6 in. (25.5 cm). 
Harris Brisbane Dick Fund and Rogers Fund, 1972 (1972.133.4) 

A T THE SAME TIME that Annibale was decorating 
the Palazzo Farnese in Rome with spirited frescoes, 

including a bacchic procession, he and his brother Agostino 
were asked to create two engraved silver vessels. While 

Agostino never completed his-perhaps due to the reported 

quarrels that arose between the brothers-the decorated 

section of Annibale's cup, or tazza, survives in the Museo di 

Capodimonte in Naples, along with a matching silver bread 

plate engraved by Francesco Villamena (ca. 156 5-624) that 

duplicates Annibale's design for the figure group. 
Annibale produced a number of preparatory sketches 

for the cup, including the one in the Museum (above) in 

which the border is incised for transfer. Close examination 

reveals that Annibale was revising as he transferred the 

design to the silver, but the border of grapevines and baby 
fauns in the print that reverses the finished composition 

(above, right) follows the indented lines closely. The figural 
scene is not incised in the drawing and differs slightly from 
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Annibale Carracci. The Drunken Silenus (Tazza Farnese), ca. I597--I60. Engraving printed in brown ink, plate 
diam. (trimmed) 9 I5/i6 in. (25.3 cm). Harris Brisbane Dick Fund, 1927 (27.78.I [150]) 

the cup and the print. The shift in the position of the 

figures is accompanied by a change of accessory: The thyrsos, 
a staff carried by followers of Bacchus, has been replaced by 
the shepherd's crook that is an attribute of Pan. 

The print above was likely made directly from the silver 

cup. We know that impressions were taken from Anni- 
bale's tazza in the eighteenth century, when it belonged to 
the royal court in Naples. The print dealer and connoisseur 
Pierre-Jean Mariette (I694-I1774) recorded his receipt of 

one, produced using a method he himself had devised. The 
difficulties of printing lay in the slight curve of the surface 
and the interference of the rim, which prevented the silver 

object from being run through a press as was normally 
required to force the ink from the engraved lines onto the 

paper. Mariette noted that the result had some neigeuse pas- 
sages but that this was inevitable. Such a "snowy" or blurry 
quality is apparent in the lower border of the Museum's 
beautiful early impression. 
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Agostino Veneziano (Agostino dei Musi,Venice ca. I490-after I536 Rome>). Procession ofSilenus, 
ca. 1520-25. Engraving, sheet 7 5i6 x 0 3/i6 in. (18.5 x 25.9 cm). The Elisha Whittelsey Collection, 
The Elisha Whittelsey Fund, 1949 (49.97.82) 

A,TENEZIANO ARRIVED IN ROME by I16 and began 
to work with Marcantonio Raimondi and Marco 

Dente, engraving the drawings of Raphael and his stu- 

dents. While Raphael has been suggested as the designer 
of this print, Giulio Romano is also a likely candidate. 

Most of the figures in this composition-including the 

drunken Silenus, the two figures who support him, the 

dancing Pan, the woman with the winnowing basket, the 

maenad with swirling draperies, and the leopard-derive 
from an ancient Roman sarcophagus that was in Santa 

Maria Maggiore during the sixteenth century, yet each has 

been rethought and freely altered. 

T HIS CHARMING SMALL PRINT (right) is afree 

variation on the scene carved upon a sarcophagus 
that is now in Woburn Abbey but was formerly in Rome 

and a favorite of Renaissance artists. Veneziano, like the 

others associated with Raphael's studio, seems to have 

been an enthusiastic student of the antique; he produced a 

number of ornamental prints that reflect the painted 

grotesques of Nero's Golden House in Rome and a series 

of engravings of classical vases. Given his interest in 

ancient art, the engraver may have designed this small 

version of the subject himself. 

Agostino Veneziano. Small Procession of Silenus, I528. Engraving, sheet 
2 3/8 x 3 I2 in. (6 x 8.9 cm). The Elisha Whittelsey Collection, The Elisha 
Whittelsey Fund, 1949 (49.97.78) 
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Jusepe de Ribera (Jativa, Spain I59I-I652 Naples). The Drunken Silenus, I628. Etching with drypoint, 
engraving, and burnishing; plate IO 9/6 x 3 3/4 in. (26.8 x 34.9 cm). Rogers Fund, 1922 (22.67. 4) 

ORN IN SPAIN, Ribera spent most of his life in 

Naples, where he dominated the local art scene. He 

gained international fame through his etchings, most of 
which were made early in his career and are related to his 

own previously executed paintings. However, Ribera did 
not merely reproduce these works, but created variants 
that are often more successful than the originals. 

Usually considered his greatest etching, the Drunken 

Silenus relates to a painting produced two years earlier. 
In both Ribera drew inspiration from earlier prints, 
including Annibale Carracci's engraving of Silenus 

(see pp. 26-27), where Silenus is supported by Pan. 
The wooden vat, pile of drunken infants, and central 

motif of Silenus crowned with grapevines all derive from 

Mantegna's Bacchanals (see pp. 24-25). 
It is unlikely that Mantegna intended the figure crown- 

ing Silenus as Pan, but there can be no doubt about the 

identity of Ribera's figure, who has the attributes of pan- 

pipes and crooked staff laid at his feet. Indeed Ribera's 

Pan possesses all the characteristics assigned to the Arca- 

dian deity by ancient sources: Goat-footed and shaggy- 
thighed, he has a long beard, distinct horns, a crown of 

pine, and a cloak of leopard skin. As in Mantegna's 

engraving, the coronation may be intended as a recogni- 
tion of the poetic gifts celebrated in Virgil's sixth Eclogue. 
Why Ribera depicts Pan crowning Silenus is not clear, 

although Pan was invoked as a source of poetic inspiration 
in the bucolic poetry of Theocritus and Virgil and was 

sometimes said to be the father of Silenus. Ribera's comic 

treatment of the subject is entirely in keeping with the 

portrayal of Silenus in classical literature, from the Greek 

satyr plays to Virgil's Eclogue. 
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Francesco Rosselli (Florence 1448-before 1513 
Florence). Triumph ofLove, ca. 1485-90o. Engraving, 
first state; sheet 10 /I6 x 63/4 in. (26.2 x 17.2 cm). 
Harris Brisbane Dick Fund, 1925 (25.2.33) 

This is the one that the world calls love, 
Bitter as you see, and you will see better, 
When he is your lord as he is ours.... 
Born of idleness and human lasciviousness, 
Nourished by sweet and gentle thoughts, 
He is made master and god offoolish people. 

Triumphs 1.76-78, 82-85 

T HIS REPRESENTATION of love's conquest is based 
on Petrarch's Trionfi, quoted in the inscription trans- 

lated above. In the poem, as in the set of engravings to 
which this print belongs, the triumph of love is followed 

by those of chastity, death, fame, time, and eternity. 
Petrarch's popular work, left incomplete at the time of his 

death in 1374, influenced the form of the triumphal 
processions that were a vital part of Florentine civic life. 
These festive parades in turn shaped the way the poem 
was visualized. Rosselli's Triumphs, preceded by manuscript 
illuminations, cassone paintings, and at least four other 
engraved series, served as a model for the woodcuts of 
some early printed editions of Petrarch's works. 

Only the depiction of the triumph of love received 
much guidance from the poet, who, comparing Cupid to a 
Roman victor, described him as a winged nude boy, bow in 
hand, mounted on a chariot of fire pulled by four snow- 
white steeds. Petrarch enumerated at length the procession 
of Love's prisoners, including heroes such as Hercules- 
shown carrying his column-and all the Olympian gods, 
with Jupiter, as here, chained to the front of the chariot. 
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T IESTA SHARED THE ENTHUSIASM of other 
artists of his time for the chubby infants who 

thronged Titian's Worship of Venus, then in the Aldobran- 
dini collection in Rome and now in the Prado, Madrid. 
Titian's painting was based on a description of an ancient 
depiction of frolicking cupids from the Imagines of the 
Greek poet Philostratus (b. ca. A.D. I90). Unlike the 

Venetian painter, Testa did not attempt an exact recre- 
ation of the antique image: Rather than apples, the children 
gather flowers and leaves to create garlands, and Venus 

(the Greek Aphrodite) is present in the flesh rather than 
as a statue. Yet, as in Philostratus and in Titian, cupids 
fight, kiss, sleep, and, in the distant background, chase a 
hare to offer to Venus. 

Pietro Testa (Lucca I612-I65o Rome). Garden of Venus, ca. 1631-37. Etching, second state or later (lower margin 
trimmed); sheet I33/4 x 6 II/I6 in. (35 x 42.4 cm). Harris Brisbane Dick Fund, 1926 (26.70.3 [44]) 
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Enea Vico (Parma 1523-1567 Ferrara) after Parmigianino (Francesco Mazzola, Parma, I503-1540 Casalmag- 
giore). Vulcan at His Forge with Mars and Venus, 1543. Engraving, first state, partially trimmed on sides; sheet 
9 I/6 x I27/8 in. (23 x 32.7 cm). The Elisha Whittelsey Collection, The Elisha Whittelsey Fund, 1949 (49-97.35I) 

T HE BEAUTIFUL VENUS was oddly matched to 

the lame blacksmith Vulcan (the Greek Hephaistos), 
the virtuosic metalworker who forged Cupid's potent 
arrows, as well as the elaborate armor of the gods and 

heroes. Not easily confined to wedlock, Venus had a long- 

running affair with Mars (the Greek Ares), the god of war. 

When Vulcan learned of the romance, he fashioned a net 

of iron so fine that it was invisible, and laying this over the 

bed, trapped the lovers in their subsequent embrace. Once 

the lovers were caught in the snare, Vulcan called the 

other Olympians to mock them-although Mercury (the 
Greek Hermes) said he would gladly suffer embarrass- 

ment to trade places with Mars! (see ill. p. 4). This print 
seems to depict Vulcan crafting the invisible links, while 

Venus and Mars carry on oblivious to his presence. 
Vico's engraving is part of a tradition of erotic prints 

that began in I516 with the set of images of Venus derived 
from the frescoes of the stufetta, or bathroom, of Cardinal 
Bibiena in the Vatican Palace (see p. S). In 1524 Marcan- 
tonio Raimondi went further, engraving a group of draw- 

ings by Giulio Romano that depicted the positions of sex- 
ual intercourse and were known as I Modi (The Ways). 
Lacking the protective cover of mythology, the series was 

severely censured by Pope Clement VI I, who put Marc- 

antonio in prison and ordered the destruction of prints 
and plates. After this episode the publisher of I Modi, 
Baviero de' Carocci, hired Rosso Fiorentino and Perino 

del Vaga to draw the amorous encounters among the 
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classical gods and Gian Giacomo Caraglio to engrave them. 

The popularity of this series, known as the Loves of the Gods, 

inspired other artists to follow suit, including Giorgio 
Ghisi, Giulio Bonasone, and, in this instance,Vico. 

By the end of the sixteenth century the strictures of the 

Council of Trent made such a subject unacceptable, even 

with mythological justification, as the history of Vico's 

print demonstrates. Some decades after it was engraved, 
the copperplate was drastically reworked: First Mars and 

Venus were burnished out completely, leaving a blank 
white shape in the bed, and then a new Venus was 

engraved, lying on the bed alone. 

T HE UNION BETWEEN Venus, goddess of love, and 
Mars, god of war, was often understood as emblem- 

atic of love's power to calm the aggressive spirit. Accord- 
ing to Roman mythology, their coupling produced not 
only Cupid, or Love, but a daughter named Harmony. In 
the De rerum natura (On the Nature of Things; 1.29-40), of 

55 B.C., Lucretius called on Venus to seduce Mars once 
more and thus bring peace to the Romans. Scultori's 
image suggests that Venus has induced the powerful god 
to cast off his armor. While his parents are occupied, 
Cupid sneaks away with Mars's heavy shield and sword, 
ensuring love's victory over the forces of war. 

Adamo Scultori (Mantua ca.I53o-by I587 Rome). Cupid with the Arms ofMars, ca. 1547-62. Engraving, 
first state; sheet 53/4 x 47/i6 in. (I4.6 x 11.3 cm). The Elisha Whittelsey Collection, The Elisha Whittelsey Fund, 
1949 (49 97479) 
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Giorgio Ghisi (Mantua 1520- 

1582 Mantua) after Teodoro Ghisi 
(Mantua 1536-I60oi Mantua). 
Venus and Adonis, ca. I556-57. 
Engraving, second state; plate 
I2 I/2 X 8 3/4 in. (31.8 x 22.3 cm). 
The Elisha Whittelsey Collection, 
The Elisha Whittelsey Fund, 1953 
(53.522.28) 

O V VID TELLS US THAT VENUS, accidentally grazed 
by Cupid's arrow, fell in love with the beautiful 

hunter Adonis and urged him not to pursue dangerous ani- 
mals lest he be wounded (Met. 10.525-52). Ignoring her 
advice, Adonis was killed by a wild boar. In antiquity 
Adonis was worshiped as a god of the seasons, who spent 
each winter in the underworld and returned to earth each 

spring, causing Venus, equated with the fertile earth, to 

rejoice. Late Greek bucolic poets, such as Theocritus, make 

frequent references to the death of Adonis and his sea- 
sonal rebirth. For Renaissance artists, a more accessible 

source was the Hypnerotomachia Poliphili of 1499, whose 
author recounts the tale of Adonis's death and describes 

elaborate annual rites of mourning (see ill. p. 5). 
In this engraving by Ghisi, based on his brother's design, 

we see two moments in the seasonal cycle. In the back- 

ground, near a conspicuous bare tree, Adonis's dead body is 

nuzzled by the boar. In the foreground Adonis receives 
Venus's caresses in a verdant bower, his foot resting on the 

boar's head to demonstrate his victory over winter. The 

earth sends up tulips at Venus's feet and the hare, symbol of 

fertility as well as lust, is another allusion to spring. 
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C AMBIASO PRODUCED many illustrations of the 

story of Venus and Adonis in drawings and paintings. 
Given his interest in the subject, it is perhaps not surpris- 
ing that he was so conversant with the literary sources. 
While the Hypnerotomachia Poliphili includes both a descrip- 
tion and an illustration of Venus fainting in the arms of 
three women (see ill. p. 5), the original source of this motif 
is the Greek bucolic poet Bion (fl. ca. 100 B.C.), who, in 
his Epitaph on Adonis, describes the three Graces mourning 
along with the goddess. The scene in the background of 
Cambiaso's print, where little erotes are capturing the 

boar and driving him back to Venus, derives from a some- 
what later anonymous bucolic poem, The Dead Adonis. Called 
to account by the goddess for killing her lover, the boar's 
defense was that he could not resist kissing such a fair 
thigh-the fault lay with his "passionate teeth," his tusks. 

Famed for his quick and calligraphic contour drawings, 
Cambiaso may have created woodcuts such as this one by 
sketching directly on the block as a model for the cutter. 
Considerable skill was required to carve away all the wood 
except the thin lines that read as strokes of the pen. 

After Luca Cambiaso (Moneglia, Genoa 1527-1585 Madrid). Lamenting the Death ofAdonis, mid-I6th century. 
Woodcut, sheet IO x II5/8 in. (25.4 x 29.5 cm). Gift of Henry Walters, 1917 (I7.37.33) 

* 35 



4 
Cl\ 



OPPOSITE: 

Marco Dente da Ravenna (Ravenna?- 1527 Rome) 
after Raphael (Raffaele Sanzio, Urbino 1483-1520 
Rome) or Giulio Romano (Giulio Pippi, Rome 
I499?-1546 Mantua). Venus wounded by the Roses 
Thorn, ca. 15I6. Engraving, first state; sheet Io/4 x 
6 

I3/16 
in. (26 x 17.3 cm). Bequest of Grace 

M. Pugh, 1985 (I986.II80.213) 

RIGHT: 

Giovanni Luigi Valesio (Correggio? I583?- I633 
Rome). Venus whipping Cupid with Roses, early I7th 
century. Engraving, sheet 7 I/i6 x 51/4 in. (20.2 

x 13.4 

cm). Purchase, Joseph Pulitzer Bequest, 1917 

(17.50.I6-I88) 

THE ENGRAVING AT THE LEFT is based on one 

of the preparatory drawings for the decoration of 

the stufetta of Cardinal Bibiena (see p. 5). In Bion's Epitaph 
on Adonis Venus is described rushing heedlessly through the 

woods "unbraided, unsandalled; and the thorns cut her as 

she goes and pluck her sacred blood" (1.21-22). This pas- 

sage must have inspired the elaboration in the Hypnero- 
tomachia Poliphili, a book dear to Raphael's circle of patrons. 
Here we read that the blood Venus spilled was carefully 

gathered in a seashell by Cupid and stored in the tomb of 

Adonis, from which it was brought forth on an annual 

basis to tint the white roses red. 

The poems of Bion, a poet closely associated with 

Theocritus, were usually printed along with the latter's 

Idylls. The Epitaph on Adonis was included, for example, in a 

Greek edition of Theocritus published by Raphael's 

patron Agostino Chigi in 1516, the year that the stufetta 
was painted. 

A T H O U GH C UP I D was frequently employed in 

1j errands for his mother-causing Pluto (also known 

as Hades) to fall in love with the nymph Proserpina (see 
pp. 44-45) or Queen Dido of Carthage with the hero 

Aeneas-sometimes he acted on his own, occasioning her 

wrath. Here Venus's efforts at discipline are undermined by a 

satyr-as the inscription notes, love is not so lightly chastised. 

Valesio, a poet as well as a talented and prolific engraver, 
worked mainly in Bologna and Rome and specialized in 

the creation of allegorical title pages. This print, one 

of a pair depicting Venus and Cupid, appears to be an 

independent invention of this learned artist. 

* 37 



LEFT: 

Giulio Campagnola (Padua ca. 
1482-after 1515 Venice). Rape of 
Ganymede, ca. I500-1505. 
Engraving, plate 6 5/8 x 43/4 in. 

(16.9 x 12 cm). Harris Brisbane 
Dick Fund, 1937 (37.3.10) 

OPPOSITE: 

Giovanni Battista Palumba (Mas- 
ter I B with the Bird, act. northern 
Italy and Rome, ca. I500-1516). 
Rape of Ganymede, 15o00-6. 
Woodcut, sheet 14 /8 x 9 13/6 in. 

(35.8 x 24.9 cm). Harris Brisbane 
Dick Fund, 1925 (25.2.9) 

TEXT ON PAGE 40 

JUPITER FELL IN LOVE with many mortal women and 

one boy. The story of his love for the beautiful Ganymede 
is known from several sources. In some Jupiter sends his 

eagle to carry off the Trojan prince; in others the eagle is 

Jupiter in disguise. In either case, once Ganymede arrived 

at Olympus, he was granted immortality and made cup- 
bearer to the gods. 

The extreme youth of the boy depicted by Campagnola 

(above), together with his willing participation in the event, 

suggests that a Neoplatonic reading of the myth may be 

intended. Beginning with the moralized versions of the 

Metamorphoses of the fourteenth century, the ravishment 

came to be interpreted as the union of the soul with god. 

In the fifteenth century the Florentine humanist Cristo- 
foro Landino (1424-I1492) described the story in terms of 
the more elevated aspects of the soul freeing themselves 
from earthly ties through meditation on the divine. Cam- 

pagnola moved in humanist circles, where he was admired 
for his singing, lute playing, and knowledge of Greek, 
Latin, and Hebrew. He also painted miniatures, cut type, 
and engraved about fifteen much-admired prints. The 

landscape in the Ganymede is borrowed from Diirer's 
Madonna with the Monkey (ca. I498), while the boy astride the 

eagle is based on a preparatory drawing now in a private 
collection that has been variously attributed to Mantegna, 
Bellini, or Campagnola himself. 
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P ALUMBA'S REPRESENTATION (previous page) fol- 

lows an account of Ganymede's rape that would have 
been familiar to many sixteenth-century viewers. In the 
Aeneid (2.250-57), Virgil describes an embroidered cloak 
that depicts the boy's abduction during a hunt on Mount 
Ida. As the prince is carried off in the eagle's talons, his 

guardians stretch their hands vainly to heaven and the 

barking of his dogs rises, as Virgil writes, to the skies. The 
urgency of this scene is intensified in Palumba's woodcut 

by the rearing horse, frightened groom, and the dogs 
straining at their leashes. 

Little is known about Palumba-who was unusual 
among early Italian artists in designing large, independent 
woodcuts, often with mythological subjects-apart from 
an inscription on one of his prints locating him in Rome 
in 1503. Some scholars believe he was trained by Francesco 
Francia in Bologna, alongside Marcantonio, while others 
think his style indicates a Lombard origin. 

Master of the Die (act. Rome ca.I525-6o) after Baldassare Peruzzi (Siena 148I-1536 Rome). The Power of 
Cupid, ca. 1530-50. Engraving, sheet 7 /2 x 8 II/I6 in. (19 x 22 cm). The Elisha Whittelsey Collection, The Elisha 
Whittelsey Fund, 1949 (49.97.328) 
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Bartolomeo Coriolano (Bologna ca. 1599-ca. I676 Rome) after Guido Reni (Bologna 1575-1642 Bologna). 
Sleeping Cupid, mid-I7th century. Chiaroscuro woodcut from two blocks, sheet 13 3/I6 x 15 7/I6 in. (33.5 x 39.2 cm). 
Rogers Fund, I922 (22.73.3-107) 

A S IN OVID'S BRIEF ACCOUNT of Ganymede's 
abduction (Met. I0.I55-6I), in the engraving by the 

Master of the Die (opposite) the story is all about love. 

Cupid is the central character, and Ganymede and the 

eagle are relegated to the role of accessories, testifying to 

the power of the infant god-even in his sleep-to disarm 

the supreme ruler of Olympus. Mercury, the messenger of 

the gods, who often assisted Jupiter with his love life, 
rushes in at left to help his father. Accompanied by the 

three Graces, Venus sits serenely with her child in her lap. 

sM /ANY STATUES OF CUPID and other sleeping 
babies survive from antiquity and were an inspira- 

tion to sculptors such as Michelangelo and Francois 

Duquesnoy to create new versions of the subject. Reni's 

painted representations of dozing infants, including the 

Christ child, were particularly admired, as was the print 
above, which the seventeenth-century art historian Carlo 
Cesare Malvasia called "the famous head of the sleeping 

Cupid." Of the twenty-one chiaroscuro woodcuts created 

by Coriolano, eighteen were after designs by Reni. 
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A GOSTINO DEPICTS the dramatic momentwhen 

1i!!~, muOrpheus, throwing aside his viol, reaches back to pull 
j! Wehis love free of the flames of Hades. He has made his fatal 

.........rr 

ffi~ 

: [~~~:;!XA~ 
J error, and Eurydice is slipping away from him. Ovid 

(Met. 10.59) describes how Orpheus reached out for her, 

sbut "clasped nothing but the yielding air," and Virgil, in the 

Georgics (4.498) wrote of Eurydice stretching "strengthless 
hands" toward Orpheus. Close examination reveals that 

the two figures do not quite touch each other; this elusive 

grasp adds erotic tension as well as pathos to the image. 

Although it depicts a legitimate mythological subject, 
with considerable narrative interest, the print is part of a 

This ? ~~~~~~~~set of fifteen small engravings characterized by suggestive 
scenes ranging from groupings of attractive nudes to gen 

uinely lewd depictions and known as the Lascivie. This 
series was Agostino's own invention and was carried out in 
a more abbreviated technique than that of his highly 
finished reproductive prints (see p. 54). Eight copies of the 

Orpheus and Eurydice by other artists are known, suggesting 
that it was the most popular of the Lascivie series. 

N THIS ENGRAVING Raimondi depicted the famed 

musician Orpheus, the son of Apollo and the Muse of 

epic poetry, Calliope, accompanied by his beloved Eury- 
dice. On their wedding day the dryad had been fatally bit- 

ten by a snake. Inconsolable, Orpheus descended to 

Hades, land of the dead, where his singing and lyre playing 

so charmed its rulers, Pluto and Proserpina (the Greek 

Persephone), that he was allowed to lead Eurydice out of 

the underworld. The moment shown may be when Eury- 

dice, "steps halting, from her wound" as Ovid tells us (Met. 

10o.49), was returned to Orpheus. Unable to keep his 

promise never to look back until they reached the light of 

day, Orpheus soon lost her a second time. 

This engraving, with its graceful flavor of the antique, 
is among the earliest of Marcantonio's works and was 

most likely based on his own drawing. The dark back- 

ground against which the figures are silhouetted, the deli- 

cate hatching, and the small size of the print recall the _ 

nielli for which Marcantonio's teacher Francia was fa m ous. 
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S OME HAVE QUESTIONED the traditional title of 
this print, which could be simply the representation of 

an academic nude within a lush landscape. Yet the image 
effectively evokes the self-absorption of Narcissus as he 

gazes at his own reflection in the forest pool, as well as the 
fruitless longing of Echo, whose unrequited love for the 
beautiful youth reduced her to a disembodied voice. 

OPPOSITE, LEFT: 

Marcantonio Raimondi (Argini, 
near Bologna 1475/8o-1527/34 
Bologna?). Orpheus and Eurydice, 
ca. 1505-o6. Engraving, unde- 
scribed second state; sheet 5' I/6 X 

37/8 in. (12.9 x 9.8 cm). The 
Elisha Whittelsey Collection, 
The Elisha Whittelsey Fund, 
1956 (56.58I.I2) 

OPPOSITE, RIGHT: 

Agostino Carracci (Bologna 
1557-I602 Parma). Orpheus and 
Eurydice, from the Lascivie, 
ca. I590-97. Engraving, second 
state; plate 57/8 x 4 in. (14.9 x 

10.2 cm). Gift of Henry Walters, 
1917 (17.37.I70) 

Antonio da Trento (Trento? 
ca. I508-?) after Parmigianino 
(Francesco Mazzola, Parma 
I503-I540 Casalmaggiore). 
Narcissus, 1527-30. Chiaroscuro 
woodcut from two blocks, sheet 

II'/4x 7I/8in. (28.6 x I8.I cm). 
Rogers Fund, 1922 (22.73.3-44) 

According to Vasari, Parmigianino and Antonio da 
Trento shared lodgings in Bologna, where they collabo- 
rated in the creation of chiaroscuro prints. These wood- 
cuts reflect Parmigianino's draftsmanship so faithfully that 
scholars believe the painter drew directly on the blocks, 
which were then cut by Antonio. 
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Francesco Rosaspina (Montescudo 1762-I841 Bologna) after Francesco Albani (Bologna 1578-I66o Bologna). 
Amorini Celebrate the Rape ofProserpina, i805-12; engraving and etching, plate 259/i6 x 30 /i6 in. (65 x 77 cm). 
Gift of Mrs Alice G. Taft, Mrs. Marianna F. Taft, Miss Hope Smith, Mrs. Helen Bradley Head, and Brockholst 
M. Smith, 1945 (45.78.I23) 

ROSASPINA BELIEVED THAT he could translate the 
color and the style of a painting only if the work was 

in front of him as he engraved, one reason that it took him 
so long to complete this, his most famous print. His model, 
now in the Brera, Milan, illustrates Ovid's account of 
Proserpina's ravishment (Met. 5.38$5-424). Wishing to 
extend her dominion to the underworld, Venus ordered 

Cupid to strike Pluto with his sharpest arrow in order to 
make the god fall in love with Proserpina, who was gather- 
ing flowers with other maidens in a land of perpetual 
spring. Bearing her off violently in his infernal chariot, 
Pluto arrived at the Bay of Cyane in Sicily, where he resis- 
ted the pleas of the local nymph-the scene depicted in 
the left background-and plunged through the waters to 
Hades (Pluto's subterranean realm). Proserpina's mother, 
Ceres (the Greek Demeter), goddess of the earth's fertility, 

was so upset by her daughter's abduction that she con- 
vinced Jupiter, Proserpina's father, to allow the goddess to 
return to the earth for part of each year-the origin of the 
seasons. Albani focuses on the triumph of Cupid and 
Venus rather than the seasonal aspects of the myth. 

SCOLARI, WHO WAS ALSO a painter, is admired 
today for his technically inventive and highly expres- 

sive woodcuts, which he both designed and cut. In his only 
depiction of a mythological subject the artist captured the 
moment when the earth splits open-the waters of the 
bay pour into the void and the fires of Hades issue forth- 
while Proserpina struggles to free herself from her captor. 
In this second state Scolari altered the position of the 
horses' heads by using a wooden insert. 
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Giovanni David (Gabella, Liguria I743-I790 Genoa). Perseus Saving Andromeda, ca. I775. Etching, 
plate II I5/i6 x 8 I/2 in. (30.4 x 21.6 cm). Purchase, 2001 (2001.741) 
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Cristofano Robetta (Florence 
1462-after 1534 Florence?) 
after Antonio Pollaiuolo 

(Florence ca. 1432-I498 

Rome). Hercules and the Hydra 
ofLerna, ca. 1500-20. Engrav- 
ing, sheet 9 I/8 x 7 I/4 in. (23.2 x 

18.4 cm). Harris Brisbane 
Dick Fund, 1927 (27.20.2) 

DAVID DEPICTS THE MOMENT when, having 
slain the sea monster to whom Andromeda was to 

be sacrificed, Perseus frees her, saying, "those are not the 
chains you deserve to wear, but rather those that link fond 
lovers together" (Ovid Met. 4.678-79). Behind them at 
the left are Andromeda's distressed parents, the king and 

queen of Ethiopia. On the ground to the right of Perseus 
lies the shield, the reflective surface of which had enabled 
him to slay the snake-haired Medusa, for to look on the 

gorgon directly would have turned him to stone. Beneath 
the shield, her severed head lies on a bed of seaweed, caus- 
ing the plant to harden into the first coral. Although clas- 
sical sources describe Perseus flying with the aid of winged 
sandals, artists often showed him riding Pegasus. Consid- 
ered an embodiment of fame, the winged horse was an 

appropriate mount for a hero. 

HE SON OF JUPITER and a mortal, Hercules (the 
Greek Herakles) was admired for the strength and 

virtue that allowed him to conquer tyrants and destroy 
monsters. As a legendary founder of Florence, Hercules 
appeared on the city seal in the thirteenth century. In 

1460 Pollaiuolo painted three canvases with the Labors of 
Hercules for the great hall of the Medici palace in Florence, 
the first large-scale mythological decorations of the 
Renaissance. Some idea of these lost works can be gained 
from the artist's small pair of panels in the Uffizi and two 
engravings by Robetta. 

Robetta's Hercules and the Hydra ofLerna differs from the 
panel of the same subject in that, as in a drawing by Pol- 
laiuolo in the British Museum, London, Hercules holds a 
torch rather than a club. By cauterizing the Hydra's 
wounds with fire, he was able to prevent two heads from 
sprouting whenever one was cut off. The hero's billowing 
lion-skin cloak was the trophy of an earlier labor, the 
strangling of the Nemean lion-previously undefeatable 
because of its impenetrable hide. This engraving is charac- 
teristic of Robetta in placing figures borrowed from a 
fellow Florentine artist in a landscape inspired by Diirer. 
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E RCULES' STRUGGLE with Antaeus, the giant 
who derived his strength from the earth, was not 

considered one of his twelve labors in antiquity, but it was 
one of his most frequently represented feats in the 
Renaissance, perhaps because it lent itself so well to a 
Neoplatonic interpretation: Cristoforo Landino, writing 
in about 1470, explained that Hercules was unable to 
overcome Antaeus, who represented his own lower 

nature, until the giant was detached from earthly things 
and raised toward the heavens. 

Raphael's starting point was a fragmentary ancient 
statue of Hercules and Antaeus in the Vatican (now in Palazzo 
Pitti, Florence), which he completed and brought to life in 
his design for this print. In this beautiful example of Ugo's 
early cutting technique, fine lines are used to translate both 
the shading and the highlights of Raphael's lost drawing. 

Ugo da Carpi (b. Carpi, act. ca. 1502-32, d. Bologna?) after Raphael (Raffaello Sanzio, Urbino I483-I520 
Rome). Hercules and Antaeus, ca. 1516. Chiaroscuro woodcut from two blocks, sheet II 

I/i6 
x 8 7/8 in. 

(30.3 x 22.6 cm). Rogers Fund, 1922 (22.67.80) 
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Giovanni Jacopo Caraglio (Verona or Parma, ca. 1500/05-1565 Krakow?) after Rosso Fiorentino (Giovanni 
Battista di Jacopo, Florence 1494-1540 Fontainebleau). Hercules and Achelous in the Form of a Bull, ca. 1524-25. 

Engraving, sheet 83/8 x 6 7/8 in. (21.2 x 17.5 cm). The Elisha Whittelsey Collection, The Elisha Whittelsey 
Fund, 1949 (49.50.208) 

T HIS ENGRAVING is part of a series of six feats of 

Hercules commissioned by Raphael's former assis- 

tant, Baviero de' Carocci, who hired Rosso to create the 

drawings for Caraglio to engrave. When the river god 
Achelous competed with Hercules for the hand of Deianira, 
the daughter of a king of Calydon, he was unable to match 

the hero in strength so took refuge in his ability to change 
form. Hercules, who had strangled serpents in his cradle, 

laughed at Achelous when he turned himself into a snake; 

when Achelous became a bull, Hercules wrestled him to 

the ground and ripped off one of his horns. Ovid's 
account of the story (Met. 9.I-88) concludes with the 
naiads filling the horn with fruit and flowers to create 
the first cornucopia. 

Here the nymphs filling the horn of plenty anticipate 
the ornamental elegance of Rosso's designs for Fontaine- 
bleau. Caraglio, whose curved hatching and crisp contours 
were well suited to translating Rosso's tense, animated line 
and mobile figures, engraved many other drawings by the 
Florentine artist, including the Gods in Niches series of 1526. 
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Marcantonio Raimondi (Argini, near Bologna i475/80-1527/34 Bologna) after Raphael (Raffaello Sanzio, 
Urbino 1483-I1520 Rome). Judgment of Paris, I515-20. Engraving, sheet II 7/i6 X 173/i6 in. (29.1 x 43.7 cm). 
Rogers Fund, 1919 (I9.74.I) 

A T T H E WE D D I N G of King Peleus of Thessaly and 

the sea goddess Thetis, Strife showed up uninvited 

and threw into the midst of the guests a golden apple 
inscribed "to the fairest." To put an end to the squabbling 
between Minerva, Venus, and his wife Juno (the Greek 

Hera), Jupiter decreed that the handsomest man on earth, 

Paris, a Trojan prince raised as a shepherd, would be the 

judge. All of the goddesses bribed him, but Venus- 

promising Paris the most beautiful woman in the world 

as his bride - won the contest. Unfortunately, her candi- 

date was already married, and Paris's abduction of the 

willing Helen from her Greek husband, the Spartan king 
Menelaus, was the cause of the long and deadly Trojan War. 

Classical sources for the Judgment of Paris include one 

of Ovid's Heroides (16.53-88), a love letter from Paris to 

Helen that recounts the offers made to him by the three 

goddesses, and the comic description of a theatrical per- 
formance in the Metamorphoses (10.30-32) of Apuleius 

(b. ca. A.D. 124); the latter was likely known to Raphael as 

it contained the tale of Cupid's love for Psyche that inspired 
his series of frescoes in the Villa Farnesina. The story of 
Paris's fateful choice was also summarized in the Fabulae of 

Hyginus (1.92), a collection of myths wrongly attributed 
to the Roman historian Gaius Julius Hyginus (ist century 

B.C.) that was much consulted in the Renaissance. More 

significant for Raphael's design than the literary sources 
were the visual ones; the artist drew on two ancient sar- 
cophagi decorated with reliefs depicting the Judgment of 
Paris now in the Villa Medici and the Villa Doria Pamphili 
in Rome, and both accessible in Raphael's day. 

One of the great masterpieces of Renaissance print- 
making, this work represents a highpoint in the collabora- 
tion between Raphael and Marcantonio. In order to cre- 
ate the unusual areas of gray tone that enhance the effects 
of relief, Marcantonio roughened the entire metal plate 
with pumice before engraving the lines. All sections not 
later burnished smooth held some of the ink in their 
textured surfaces. 



T HE MYCENAEAN king Agamemnon was chosen, 
together with his brother Menelaus-Helen's 

aggrieved husband-to lead the Greeks in the war against 
Troy, but unfavorable winds prevented the ships from set- 
ting sail. Consulting a seer, the soldiers learned that 
Agamemnon had offended Diana by killing a doe sacred 
to the goddess, who could be appeased only through the 
sacrifice of his daughter Iphigenia. Agamemnon eventu- 

ally consented, and Iphigenia was lured from home with a 
false promise of marriage to Achilles. Achilles, famous for 
his temper, was angered that his name had been used to 
deceive her and prepared to fight on her behalf. Instead, 
according to one of two plays on the subject by Euripides, 

Iphigenia atAulis (ca. 410 B.C.), the maiden agreed to 
sacrifice herself, hoping to gain the heroic fame ordinarily 
denied to women. In Testa's etching Achilles appears at 
right, ready to draw his sword should Iphigenia change her 

mind. At left we see the girl's grieving family Agamemnon's 
gesture of covering his face with a mantle follows the exam- 
ple of a painting by Timanthes of the fourth century B.C., 

described by Pliny the Elder and praised by Roman orators. 
Timanthes had veiled the face of Agamemnon, whose 
guilt-ridden grief was beyond the power of representation. 
The happy ending shown here follows the account found 
in Euripides and in Ovid's Metamorphoses (12.29-34): Taking 
pity on the girl, Diana arrived in a cloud and, shrouding 
the site, substituted a deer and carried off Iphigenia. 

This etching is closely related to a painting by Testa, 
now in the Palazzo Spada in Rome. Despite the inscrip- 
tion indicating that Testa had painted as well as etched the 
subject, all the known studies are in reverse of both paint- 
ing and print, suggesting that they were preparatory to the 
etching. Possibly by the time Testa inscribed the plate, he 
had also completed the painted version. 

Pietro Testa (Lucca I612-I650 Rome). Sacrifice ofIphigenia, ca.I640-42. Etching with drypoint, third state; 
sheet 15I/4 x I8 3/4 in. (38.8 x 47.7 cm). Harris Brisbane Dick Fund, 1926 (26.70.3-43) 
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Giovanni Battista Scultori (Mantua I503-I575 Mantua). Naval Battle between Trojans and Greeks, 1538. Engraving, 
sheet I6 x 23 /i6 in. (40.6 x 58.5 cm). Harris Brisbane Dick Fund, 1953 (53.600.996) 

IT HAS BEEN SUGGESTED that this splendid engrav- 

ing relates to a design by Giulio Romano, either an 
unexecuted subject for the Sala di Troia at Palazzo Te in 
Mantua or a modello for a lost set of tapestries. We know 
that Scultori frequently worked from drawings by his 
teacher, Giulio. However, this scene is very close in format 
and subject to two other episodes from the Trojan War 
engraved by Scultori's student Giorgio Ghisi, which have 
inscriptions identifying Scultori as the inventor. It there- 
fore seems likely that he is the designer of all three engra- 
vings. Despite slight differences in size, these images may 
relate to a common project, perhaps a Trojan War cycle 
that was never realized. 

The moment depicted here is hard to ascertain, although 
the presence of the chariot of Neptune (the Greek Poseidon), 
abandoned in the waves at left, suggests Book 14 of Homer's 
Iliad, which describes how the lord of the sea fought in dis- 
guise on the side of the Greeks, helping to keep the Trojans 
away from the ships. The intricately decorated vessels were 
inspired in part by a fragmentary Greek relief of the second 
century A.D., now in the Museo Archeologico in Venice. 
Scultori, who was also a sculptor and a master of stuccowork, 
obviously took pleasure in elaborating this ornamentation. 

The battle at the ships took place near the end of the 
decade-long war, before the clever subterfuge of the hol- 
low wooden horse finally allowed the Greeks to enter Troy 



H ERE WE SEE THE FATAL GIFT ofthe Greeks, 
which the Trojans believed had been left as an 

offering to Minerva by the departing fleet. Since the Tro- 

jans had been persuaded that bringing the horse into their 
city would lead to the Greeks' defeat, the walls were 
breached and the horse was wheeled in, with the most 
valiant Greek soldiers hidden inside. Once the Trojans 
were asleep, the soldiers left the horse, killed the watch- 
men, and opened the gates to their compatriots, whose 

ships had returned under cover of darkness. 
Although Bonasone produced some paintings, he is 

best known for his hundreds of prints, both reproductive 
engravings like this one and his own inventions. The latter 

group, often carried out in a mixture of etching and 
engraving, included many mythological narratives and 

novel allegories of love. In his best reproductive prints, as 
here, Bonasone utilized a distinctive style characterized by 
long, regular, parallel strokes with some cross-hatching, 
that define smooth and regular forms. 

This engraving is based on a drawing by Primaticcio, 
now in the Royal Library at Windsor Castle, that is prob- 
ably an early idea for the fresco of the defeat of Troy in 
the Galerie d'Ulisse at Fontainebleau. When he was in the 
midst of decorating the gallery in the mid-I540s, Prima- 
ticcio traveled to Rome to supervise casts after ancient 
statues that were being made for Francis I. Bonasone was 
in the city at the time, and Primaticcio could easily have 
given some of his recent drawings to his Bolognese com- 
patriot to engrave. 

Giulio Bonasone (Bologna ca. 151o-after 1576 Bologna) after Francesco Primaticcio (Bologna 1504/05-I570 
Paris). The Trojans Pulling the Wooden Horse into the City, 1545. Engraving, first state; plate I5 3/4 X 25 I/I6 in. (40 x 
63.6 cm). Harris Brisbane Dick Fund, I953 (53.600.4450) 
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Agostino Carracci (Bologna 1557-I602 Parma) after Federico Barocci (Urbino I535?-I6I2 Urbino). Aeneas 
and His Family Fleeing Troy, 1595. Engraving, sheet 15 3/6 x 20 7/8 in. (38.6 x 53 cm.) trimmed to platemark at 
sides and top; inscription trimmed at bottom. Harris Brisbane Dick Fund, 1947 (47.100.1023) 

RECOGNIZING THE FUTILITY offurther defense 
of his city, and advised by the shade of the Trojan 

prince Hector that his destiny was to establish a mighty 
city in another land, Aeneas, the son of Venus, departed 
the burning Troy with his aged father Anchises on his 
back. Anchises carried the penates (household gods), and 
Aeneas held his son Ascanius by the hand. His wife, Creusa, 
followed a few steps behind but was lost in the confusion 
of battle. That the buildings of Troy seen here recall mon- 
uments in Rome is perhaps intended as a foreshadowing 
of Aeneas's fate. As recounted in Virgil's Aeneid and Ovid's 
Metamorphoses, after long wanderings and many hardships, 
Aeneas arrived in Latium to become the founder of the 
Roman race. 

Barocci painted this subject twice. However, his earlier 
version was sent to Prague in 1589, six years before 

Agostino created this engraving, while his later version 

postdates it by three years. Perhaps Barocci provided 
Agostino with an independent drawing, as he had when 

Cornelis Cort reproduced one of his paintings. Agostino's 
biographer Malvasia tells us that the artist created this 

engraving "for study, and to please himself." Yet Agostino's 
print did not please Barocci, who responded to the gift of 
the engraving with a nasty letter, perhaps feeling that his 
manner, characterized by ineffable softness and subtle col- 
oristic changes, had been distorted by Agostino's emphasis 
on sculptural form and bulging muscles. Formerly, Agostino 
had used a version of Cort's burin line to convey the col- 
oristic qualities of Venetian painting. In this print he 
turned for the first time to the example of Hendrick 
Goltzius. He must have been impressed by the Dutch 
engraver's Holy Family of the previous year, a print that 
without imitating a specific painting, reproduces Barocci's 
manner through flowing and subtly diminishing line. 
However, Agostino employed here the emphatic and 

exaggeratedly swelling burin line that the Dutch engraver 
had applied to depictions of heroic subjects and Roman 
statues. Involved with his brother and cousin in the 
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reform of painting, Agostino was known for "correcting" 
his models when he engraved them, in this case making a 
heroic subject even more so through firmer contours and 
an allusion to ancient sculpture. 

TH E MUSEUM'S painted version of Rosa's Dream of Aeneas 

(acc. no. 65.II8) may have preceded this etching, which 

Salvator Rosa (Arenella, Naples 
i615-I1673 Rome). Dream of 
Aeneas, ca. 1663-64. Etching with 

drypoint, sheet 133/4 x9 I/i6 in. 

(34.9 x 23 cm). Purchase, Joseph 
Pulitzer Bequest, 1917 

(17.50.-7-85) 

reverses the composition, yet Rosa altered nearly every 
detail of pose and setting. The artist drew his inspiration 
from Virgil's Aeneid (8.26-65), in which the weary hero, 
having finally reached Italy and about to enter battle, falls 
asleep on the bank of the Tiber. The god of the river 
appears to him, offering advice and assuring him that he has 
found his home. Following Virgil, Rosa depicts the god 
draped in a mantle, his aged head crowned with reeds. 
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NOTES 

Latin translations are from the Loeb editions: 
Ovid, Metamorphoses, F. J. Miller, 1976; Virgil, 
Eclogues, Georgics, H. Rushton Fairclough, rev. G. 
P. Goold, 1999; Horace Odes, C.E. Bennett, 
1914. The translation of Bion's Epitaph on Adonis 
is from J.D. Reed, Bion ofSmyrna (I997). Italian 
translations are mine. 

P. 3 in Florence in 1460 Other early mythological 
representations, such as the relief sculptures 
of the Tempio Malatesta in Rimini of the 
1450s and the Salone dei Mesi painted in 
Ferrara before 1470, are characterized, like 
the Tarocchi and the Triumphs, by a mixture 
of medieval and classical elements. 

P. 5 latter project Lorand Zentai, "On Baldassare 
Peruzzi's Compositions Engraved by the 
Master of the Die," Acta historiae artium 
Academiae Scientarium Hungaricae 29, nos. I-4 

(I983), pp. 51-104. 
P. 8 for thefresco For the attribution to Fagiuoli, 

see Suzanne Boorsch, "Salviati and Prints: 
The Question of Fagiuoli," in Francesco 
Salviati et la Bella Maniera: Actes des colloques de 
Rome et de Paris, 1998, ed. Catherine Monbeig 
Goguel, Philippe Costamagna, and Michel 
Hochmann (Rome, 2001), pp. 510-I2. 

"to see it colored" Letter of October 21, I663; 
Aldo De Rinaldis, ed., Lettere inedite di Salvator 
Rosa a G. B. Ricciardi (Rome, 1939), 
p. 157, no. 124. 

P. IO part of that design Zentai, Op. cit. 
P. 13 poeticfame J. B. Trapp, "The Owl's Ivy 

and the Poet's Bays," Journal ofthe Warburg and 
Courtauld Institutes 2I (1958), pp. 227-55. 

P. 14 Villa Belfiore For the controversy over 
poetry and the Muses, see Stephen J. 
Campbell, Cosme Tura of Ferrara; Style, Politics, 
and the Renaissance City, 1450-1495 (New 
Haven, I997), pp. 29-61. 

P. i6 fictive window A different hand was first 
detected by B. F. Davidson, "Marcantonio 
Raimondi: The Engravings of His Roman 
Period" (Ph.D. diss., Radcliffe College, 
Harvard University, Cambridge, Mass., 

I954), p. 96. In the proof impression in the 
Cleveland Museum of Art, these figures are 
still incomplete. See Innis H. Shoemaker 
and Elizabeth Broun, The Engravings of 
Marcantonio Raimondi, exh. cat. (Lawrence, 
Kans.: Spencer Museum of Art, 198i), 
pp. 155-56, no. 48a. 

p. i8 moral message Inemie Gerards-Nelissen, 
"Federigo Zuccaro and the Lament of 
Painting," Simiolus 13 (I983), pp. 45-53. 

P. 20 for other artists For Meier and his work, 
see Jiirgen Rapp, "Ein Meisterstich der 
Florentiner Spatrenaissance entsteht," 
Pantheon 43 (i985), pp. 6i-70. 

P. 22 playing thejflute Castiglione undoubtedly 
knew the statue in the Ludovisi sculpture 
garden in Rome, then believed to represent 
Pan teaching Apollo. See Francis Haskell 

Gaetano Gandolfi (San Matteo della 
Decima 1734-1802 Bologna). Child Bacchus 

on a Barrel, ca. 1760-95. Etching, 
sheet 21/2 x II/2 in. (6.I x 3.9 cm). 

The Elisha Whittelsey Collection, The 
Elisha Whittelsey Fund, I960 (6o.611.66) 

and Nicholas Penny, Taste and the Antique: 
The Lure of Classical Sculpture, 1500-1900 (New 
Haven, 1981), pp. 286-91. 

P. 24 sixth Eclogue The sixth Eclogue was first 
associated with this engraving by Patricia 
Emison, "The Raucousness of Mantegna's 
Mythological Engravings," Gazette des beaux- 
arts, ser. 6, I124 (I994), pp. 159-76. Proof of 
the Eclogues' currency is that when the six- 
teen-year old Isabella d'Este came to 
Mantua in 1490, she knew them by heart. 

P. 25 to the god See Erwin Panofsky A Mythological 
Painting by Poussin in the Nationalmuseum 
Stockholm (Stockholm, 1960), pp. 36-44. 

bestial squabbling Michael A. Jacobsen, 
"The Meaning of Mantegna's Battle of Sea 
Monsters," Art Bulletin 64 (1982), pp. 623-29. 

earlier engravings See Keith Christiansen, 
"The Case for Mantegna as Printmaker," 
Burlington Magazine 135 (1993), pp. 607-8, 
and Alison Wright, "Mantegna and 
Pollaiuolo: Artistic Personality and the 
Marketing of Invention," in Drawing, 1400- 
1600: Invention and Innovation, ed. Stuart Currie 

(Brookfield, Vt., 1998), pp. 72-90. 

width and depth Shelley Fletcher, "A 
Closer Look at Mantegna's Prints," Print 

Quarterly i8 (2001), pp. 3-41. 
attributed to him See Suzanne Boorsch in 

Andrea Mantegna, ed. Jane Martineau, exh. 
cat. (New York: The Metropolitan Museum 
of Art, 1992), p. 274. The seven prints usu- 
ally attributed to Mantegna are the 
Bacchanals, the two-part Battle of the Sea Gods, 
the Deposition, the Risen Christ, and the 
Madonna and Child. In the same catalogue 
David Landau maintained their attribution 
to Mantegna and added four more. 

some of the labor Andrea Canova, "Gian 
Marco Cavalli incisore per Andrea 

Mantegna e altre notizie sull'oreficeria e la 
tipografia a Mantova nel XV secolo," Italia 
medioevale e umanistica 42 (2001), pp. 149-79. 

P. 27 silver cup See L'idea del bello: viaggio per Roma 
nel Seicento con Giovan Pietro Bellon (Rome, 
2000) p. 254. 

in Naples See Diane De Grazia Bohlin, 
Prints and Related Drawings by the Carracci Family: 
A Catalogue Raisonne (Washington, D.C., 

1979). p. 462. 
P. 28 his students For Raphael's engravers see 

David Landau and Peter Parshall, The 
Renaissance Print, 1470-1550 (New Haven and 
London, 1994). pp. I20-46 

P. 41 "sleeping Cupid" Carlo Cesare Malvasia, 
Felsina pittrice: Vite de'pittori bolognese (I678), 
ed. Giampietro Zanotti (Bologna, 1841), 
vol. I, p. 95. 

P. 47 ofthe Renaissance For Hercules and the 
Medici see Alison Wright, "The Myth of 
Hercules," in Lorenzo il Magnifico e il suo mondo: 

Convegno internazionale di studi (Firenze, 9-13 
giugno 1992), ed. Gian Carlo Garfagnini 
(Florence, 1994), pp. 323-39. 

P. 48 Raphael's lost drawing A nearly identical 
reverse version engraved by Marcantonio is 
probably a copy of this woodcut, as Achim 
Gnann has argued in Konrad Oberhuber 
and Achim Gnann, Roma e lo stile classico di 

Raffaello, 1515-1527, exh. cat. (Mantua: Palazzo 
Te; Milan, 1999), pp. IIO-II. 

P. 51 to the etching For a full analysis of print 
and painting, see Elizabeth Cropper, Pietro 
Testa, 1612-1650: Prints and Drawings, exh. cat. 

(Philadelphia: Philadelphia Museum of Art, 
1988), pp. 122-27. 

P. 52 as the inventor Suzanne Boorsch, Michal 
Lewis, and R. E. Lewis, The Engravings of 
Giorgio Ghisi, exh. cat. (New York: The 
Metropolitan Museum of Art, 1985), 
pp. 49-52, nos. 7, 8. 

P. 54 one of his paintings See Michael Bury, The 
Print in Italy, 1550-1620, exh. cat. (London: 
British Museum, 2001), pp. 21-22, nos. 5, 
6, pl. 3. See also pp. 24-25, no. IO. 

to please himself Malvasia, Felsina Pittrice, 
p. 293. 
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