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N 2004 THE METROPOLITAN MUSEUM OF

Art acquired two bronze reliefs that are clearly

fragments of a larger work (Figure 1). One, sym-
bolizing the zodiacal sign Sagittarius, shows a centaur
with an arrow in his left hand; his right arm and right
foreleg are missing. The other, representing Capri-
corn, bears a goat with a spiral fishtail as hindquarters.
Since these two pieces are related and since they ren-
der adjacent signs of the zodiac—the usual sequence
being Scorpio, Sagittarius, Capricorn, Aquarius—they
must have been sawn apart at some time subsequent
to their creation. In all probability they originally
belonged to a larger work representing all twelve signs
of the zodiac.

Without speculating as to their original function,
James David Draper dates the reliefs to about 1530~40.
On the basis of style, he further relates them to the
work of prominent Venetian bronze sculptors of a
slightly earlier generation: Alessandro Leopardi
(1450-ca. 1529), Vittore Gambello (Camelio; ca.
1460-1557), and the Master of the Barbarigo Reliefs
(active ca. 1486-ca. 1515), noting also that the
punched background of the reliefs is a Venetian
usage.' Draper’s views accord with the results of
technical examination of the objects, which revealed
remnants of a characteristic Venetian black patina
under the opaque reddish-brown paint. In addition,
analysis of the metal showed components typical
of Venetian bronzes. On the reverse, the profiles of
the works are noticeably arched, both vertically and
horizontally, which indicates that they must have
belonged to a convex object. The complete circle that
the reliefs of all twelve zodiacal signs would have made
up can be calculated at about 8o centimeters in
diameter, with a circumference of about 240 to 250
centimeters.” In the upper left corner of Sagittarius,
Draper observed the letters “F.CIT A°” followed by a
space, apparently for digits; the first of these have
been scraped away, the last may be a 2. He rightly
inferred that the inscription must have been effaced
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in order to present the objects for sale as ancient, pre-
Christian works.3

The reliefs are worthy of study not only for their
delicate composition and the question of their origi-
nal function but also because, in the nineteenth cen-
tury, they were recorded as antique objects in the
Fejérvary-Pulszky collection, the most significant pri-
vate collection in Hungary, which predominantly con-
sisted of antique works. The reliefs were sold in Paris
in 1868 and until their emergence in 2003, their loca-
tion was unknown.4 Accordingly, their emergence is
of great interest to specialists in the history of Hungar-
ian collecting.

In 2005, as part of a complex research project enti-
tled “National or Universal Antiquities? The Nine-
teenth-Century Process of ‘Musealisation’ in Hungary
and Europe,”5 a group of scholars focused their atten-
tion on the collection amassed by Gabor Fejérvary
(1780-1851) and his nephew Ferenc Pulszky (1814—
1897). The aims of their research were to reconstruct
the collection to the greatest extent possible and to
investigate its place within the broader context of the
history of European collecting. Their starting point—
the visual reconstruction of the collection—focused
on the most important source, a large album called
the Liber Antiquitatis. Made in the 1840s and once
comprising about 150 watercolors, this catalogue illus-
trated some of the highlights of the Fejérvary-Pulszky
collection. The researchers studied the album in its
present state and noted changes made to it during the
twentieth century. They also examined the individual
watercolors, comparing them with the actual objects,
in cases where they are known to exist, and analyzing
their descriptions in archival sources related to the
collection. The results of their study were discussed at
two workshops held at the Collegium Budapest and
were published in the volume entitled Antiquitas Hun-
garica.® My comments on the Metropolitan Museum’s
zodiac reliefs were included in a paper tracing the fate
of those Renaissance small bronzes in the collection
that were previously regarded as antique.”

Fejérvary, a lawyer from Pest who moved to the
northern Hungarian town of Eperjes (today Presov,



Figure 1. Sagittarius and Capricorn, sections of a zodiac frieze. Venctian, ca. 1530—40. Bronze, 17.5 x 22.2 cm; 16.5 X 19.4 cm.
The Metropolitan Museum of Art, European Sculpture and Decorative Arts Fund, 2004 (2004.440.1,2)

Slovakia), formed his collection in the second quarter
of the nineteenth century with the assistance of his
nephew. His primary holdings consisted of Egyptian,
Greek, Etruscan, and Roman bronzes, gems, vases,
marbles, and Late Antique ivory reliefs but also
included Near and Far Eastern works, a thirteenth-
century Mexican manuscript, and a small number of
medieval, Renaissance, and modern pieces. After
Fejérvary’s death, the collection was inherited by
Pulszky, who, because of his support for the Revolu-
tion of 1848, was forced into emigration after its sup-
pression. In 1851 Pulszky left London with his fellow
exile Lajos Kossuth for a seven-month tour of the
United States and, after his return to England, pub-
lished his overseas experiences in White, Red, Black
(London, 1853), written in collaboration with his
wife.® In 1854 he exhibited his collection in London.

Shortly afterward, financial difficulties and his deci-
sion to alter the focus of the collection led Pulszky to
sell certain parts of it. Among these were the majolica
pieces, acquired by a French art dealer; the ancient
gold jewelry, purchased by the British Museum; and
the Mexican manuscript, prehistoric items, and late
antique ivories, bought by the Liverpool collector
Joseph Meyer. At the same time, however, Pulszky per-
sistently enriched his collection of gems and small
bronzes with new acquisitions.9 After his return to
Hungary in 1866, he arranged to have the collection
exhibited at the Hungarian Academy of Sciences in
Pest, early in 1868. Despite the Hungarian National
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Museum’s expressed intention to purchase the works,
Pulszky first offered them for sale to the British
Museum. He finally sold them to the auction house
of Phillips in London, which in May 1868 offered
the collection for sale in Paris.*® Several pieces went
to the British Museum, while certain others were
bought by private collectors and later found their way
to such institutions as the Musées Royaux, Brussels,
the Louvre, the Victoria and Albert Museum, the
Museum of Fine Arts, Boston, the Kunsthistoriches
Museum, Vienna, and the Museum of Fine Arts,
Budapest.**

A partial reconstruction of the collection is greatly
aided by contemporary illustrations as well as by
handwritten and printed lists. The two Metropolitan
Museum zodiac reliefs appear in several sources. The
most important are the watercolors in the previously
mentioned Liber Antiquitatis, which Fejérviry commis-
sioned from two Viennese artists, Joseph Bucher
(1821-1882) and Wolfgang Bohm (1824-18g0).'* A
third, unidentified hand, discerned on some pages, is
responsible for the watercolors after the zodiac reliefs.
The album’s frontispiece date of 1842 indicates only
when the work was begun, for some of the watercolors
inserted or attached to the pages were made on
papers bearing watermarks of 1843, 1846, or 1847.'3
Furthermore, objects that entered the collection after
1842 are also found among the representations. The
present state of the Liber Antiquitatis differs from the
original: several pages have been lost and the order of



the watercolors was changed during the twentieth
century.’+ Currently the album comprises 106 sheets
illustrating 2go objects.'?

The watercolors made after the Metropolitan’s
bronze reliefs appear today on pages 71 and 70 of the
album (Figures 2 and g, respectively). The area within
the borders of each relief measures approximately
17 centimeters in height, while the width of Sagittarius
is 21.5 centimeters and that of Capricorn 19 centimeters,
close to the measurements of the reliefs themselves.
The artist obviously intended to depict the objects
actual size. That one of the two identical sheets bears a
watermark with the date 1846 proves they belong to
those pages of the Liber that were made at a later date.

Figure 2. Sagittarius, from Liber Antiquitatis, plate 71, ca. 1846.
Watercolor, 49.4 x 37.8 cm. Museum of Fine Arts, Budapest

Figure g. Capricorn, from Liber Antiquitatis, plate 70, ca. 1846.
Watercolor, 46.8 x 34.9 cm. Museum of Fine Arts, Budapest

The watercolors show the reliefs covered with a green-
ish patination, and the incised letters at the upper left
edge of Sagittarius do not appear, apparently because
they were overpainted.

The earliest written reference to the objects is a
note of November 1846 in Fejérvary’s handwritten
account book: “von Béhm, 2 Zodiacus Zeichen, 140
Ft.”t% It cites Joseph Daniel Bohm (1794-1865) as
the owner from whom Fejérviry bought the reliefs.
The year given for the acquisition explains why the
watercolors were made on papers watermarked 1846.
The next source is the manuscript catalogue of the
Fejérvary collection, written in German in the 1840s
and completed in 184%. Comprising a total of 2,004
items, it begins with a group of gems and ends with a
list of rare books. Besides arranging the objects by cat-
egory, the manuscript gives a description of each,
including its technique, measurements, condition,
provenance, and estimated value. The Metropolitan’s
two zodiac relief fragments are presented among the
Greek and Roman bronzes as dating from the Imper-
ial age. In addition to the usual information, the text
notes that the fragments may have belonged to a
larger, cylindrical work, possibly a sacrificial altar or
basin.'7

The author of the catalogue text enumerates sev-
eral zodiac representations known to him, besides
those on Roman coins, including among these two
fragments in the Villa Albani. One is possibly a marble
Atlas from the second century A.D., on which Atlas’s
body and the statue of Jupiter are modern additions.'®
The celestial globe supported by Atlas is symbolized by
a marble hemisphere that measures one meter in
diameter and is edged by reliefs with zodiacal represen-
tations. The other Villa Albani fragment is probably a
marble frieze from the early Imperial age, measuring
79 centimeters in width and 17.5 centimeters in height
and bearing reliefs of seven signs of the zodiac.’® The
author further cites the renowned marble sacrificial
altar in the Louvre, dating from about A.D. 130 and
measuring 8o centimeters in diameter, the edge of
which is decorated with reliefs of the zodiacal signs
separated by attributes of the deities (Figure 4).2°

The manuscript catalogue then refers to a plani-
sphere (a two-dimensional star chart) in Paris that
depicts the signs of the zodiac along with the decans.
This must be the so-called Tabula Bianchini in the
Louvre, a fragmented marble plate from the second
or third century a.p. that was found in 1705 on the
Aventine Hill in Rome.** Finally, the text alludes to a
Neapolitan work, presumably the Farnese Atlas, pre-
served in the Museo Archeologico Nazionale, Naples
(Figure 5). Its celestial globe, the earliest extant rep-
resentation of the type, measures 65 centimeters in
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Figure 4. The Gabii Altar. Roman, ca. A.D. 130. Marble, Diam.
80 cm. Musée du Louvre, Paris, MA 666 (photo: the author)

Figure 5. The Farnese Atlas. Roman, 2nd century A.p. Marble,
H. 204 cm. Museo Archeologico Nazionale, Naples, 6574

diameter and is covered with reliefs of the constella-
tions, including the signs of the zodiac. It is a Hadri-
anic copy of a statue from the first century B.C., with
the head and other details modern additions.**

After the enumeration of these zodiacs, the author
of the catalogue takes note of the small holes in the
two bronze reliefs, which served to affix them with pegs
to a larger object.*3 He further observes that since the
arrowhead on the Sagittarius continues onto the Capri-
corn fragment, the two pieces must originally have been
continuous and later been sawn apart. (Although the
arrowhead is not visible in the Liber Antiquitatis's water-
color, it is apparent on the work itself.)

The next sources to mention the reliefs are the
three printed lists of the collection. The first, a cata-
logue of the 1853 London exhibition written by Imre
Henszlmann (1813-1888), includes the pieces
among the Roman works as fragments of a large
bronze vase and emphasizes their superior quality.*¢
Next is an enumeration of the works in Pulszky’s col-
lection exhibited at the Hungarian Academy of Sci-
ences in 1868, which describes the reliefs as fragments
of a Roman ornamental basin.25 The last, the cata-
logue written by Pulszky of the Paris sale of May 1868,
again presents the two reliefs among the Greek and
Roman bronzes, identifying them as fragments of a
large vase. They brought 400 francs.=°
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After the sale in Paris, the reliefs disappeared. On
the occasion of the 1997 Pulszky memorial exhibition,
Janos Gyorgy Szilagyi was the first to recognize that,
judging from the watercolors of the two zodiac frag-
ments in the Liber Antiquitatis the objects were most
probably not antique but were made at a later date.*7
This statement was justified by the originals, which I
initially saw in 2004 in a case at the gallery of Italian
Renaissance Bronzes in the Metropolitan Museum.

Of the original functions posited in the sources—
sacrificial altar, ornamental basin, bronze vase—the
altar can be ruled out as lacking a relevant context in
the sixteenth century, but the other two are plausible.
Supporting the second hypothesis are antique sand-
stone fragments with the signs of the zodiac that once
decorated the outer edge of a basin measuring more
than a meter in diameter (Saalburg-Museum, Bad
Homburg, Germany) .28 The master of the ex-Fejérvary
reliefs may have been inspired by such a prototype.

The reliefs might also have belonged to a celestial,
or astral, globe. These representations of the constel-
lations (groups of stars forming human, animal, or
mythological figures with shapes and names borrowed
mainly from classical mythology), with the signs of the
zodiac among them, have been known since antiquity.
It was probably Eudoxus of Cnidus, a Greek astron-
omer of the fourth century B.C., who first mentioned



them.?9 In the second century A.p., Ptolemy described
the appearance and use of such objects and gave
instructions for producing them in his astronomical
treatise Mathematike syntaxis, also known as the Almagest
from the title of its Arabic translation.3® The globes
were produced either for scientific purposes, to facili-
tate astronomical calculations and navigation, or as
parts of larger works having a symbolic meaning, in
which they were meant to represent the world.

The earliest celestial globe to survive from antiquity,
showing most of the forty-eight constellations identi-
fied by Ptolemy, is that borne by the Farnese Atlas.
After this marble statue was found in Rome in 1575, it
entered the collection of Cardinal Alessandro Farnese
(1520-1589). Its forty-three constellations, outlined
in relief without indication of individual stars, include
the twelve signs of the zodiac, which always appear on
celestial globes based on the Ptolemaic tradition.
Another globe from the same period as the Farnese
Atlas, the so-called Mainz Globe, is made of brass and
includes forty-cight constellations, the majority of
which correspond to those described in the Almagest.

It measures 11 centimeters in diameter.3' In the early
Middle Ages, Arabic scholars produced celestial globes
following the Greek tradition, which was derived
mainly from Ptolemy’s writings. Their globes, approxi-
mately 150 of which survive, were used throughout
the Middle Ages as models for the production of simi-
lar instruments.3®

The first celestial globes were either painted or
engraved on spheres and thus existed only as single
examples, but the rapidly increasing demand for such
objects led in the early sixteenth century to the inven-
tion of printed globes. The new technique, which con-
tinued to be employed through the mid-nineteenth
century, made possible the serial production and wide
distribution of identical globes, which were used for
teaching and studying astronomy.33 The celestial map
with the constellations was printed on twelve or more
paper segments (gores) that were pasted on a sphere.
The globe was then placed on a stand within a frame,
in which the globe could turn around its axis. One of
the oldest surviving printed celestial globes was made
by Johannes Schoner in Nuremberg about 1533-94

Figure 6. Johannes Schoner (German, 1477-1547). Celestial

globe, 1533-34. Papier-maché, woodcut, and brass, H. 44 cm,
Diam. 27 cm. Klassik Stiftung Weimar, Herzogin Anna Amalia
Bibliothek

Figure 7. Celestial globe with clockwork. Austrian or Bohemian,
1579. Silver, partly gilded, and brass, 27.5 x 20. x 19 c¢m.

The Metropolitan Museum of Art, Gift of J. Pierpont Morgan,
1917 (17.190.636)
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Figure 10. Herman Posthumus (Netherlandish or German,
active by 1536—died after 1542). Fantastic Landscape with Roman
Ruins (detail), 1546. Oil on canvas, 96 X 141.5 cm, Sammlungen
des Fiarsten von und zu Liechtenstein, Vaduz-Vienna, 740
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Figure 8. Zodiac globe. Roman, 2nd century a.p. Marble,
Diam, 60 cm. Sala dei Busti, Vatican Museums, Rome, 784

Figure g. Zodiac globe. Roman, 1st or 2nd century A.p. Marble,
Diam. 16 ecm. Landesmuseum Wurttemberg, Stuttgart, 1.8

(Figure 6) .34 Despite the predominance of the printed
versions, unique celestial globes were continuously
produced and became celebrated art objects, often
made by goldsmiths for collectors. The silver Pegasus
celestial globe from 1579 in the Metropolitan Museum,
with constellations engraved on the surface of the
sphere, is attached to a clockwork and was created by
an anonymous goldsmith who was probably employed
at the imperial court in Vienna or Prague (Figure 7).35

If the Sagittarius and Capricorn reliefs belonged to a
globe, it might have been of the special kind known as
a zodiac globe. This type shows only a band with the
zodiacal signs encircling the sphere and omits the
other constellations. Usually constituting part of a
larger work of art, it always symbolizes the heavens or
the world. Of the extant antique works, the largestis a
marble globe in the Sala dei Busti in the Vatican, dating
from the second century A.D., on which the signs of the
zodiac emerge from the surface as reliefs (Figure 8).3°
The signs are also represented as reliefs on another,
much smaller marble zodiac globe from the Imperial
age. This globe, which was in the Waldeck Collection,
Arolsen, until 1928 and is today in the Landesmuseum
Wirttemberg, Stuttgart, deserves attention because
both its shape and its positioning of Sagittarius and
Capricorn echo those of the Metropolitan Museum’s
reliefs (Figure g).37 These two globes elucidate why
Béhm, Fejérvary, Henszlmann, and Pulszky regarded
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Figure 11. Heinrich Aldegrever (German, 1502—
1555/61). Hercules and Atlas with the Globe, 1550.
Engraving, 10.7 x 6.7 cm. Museum of Fine Arts,
Budapest, 41948

the reliefs as Roman, for the antique iconographical
types of the zodiacal signs appear on them all. Since
antiquity, Sagittarius has been depicted as a centaur
shooting his arrow, while Capricorn has generally
been symbolized by a goat with a fishtail, both shapes
having originated in Babylonian astrology.3®

In his monograph on antique representations of
the signs of the zodiac, Hans Georg Gundel also men-
tions sixteenth-century illustrations that demonstrate
the survival of this type of celestial globe. Among
them is a landscape of 1536 by Herman Posthumus
(active by 1536-died after 1542) depicting Roman
ruins that includes in the middle distance a marble
statue of Atlas and Hercules bearing the celestial
globe (Figure 10).39 The statue refers to the Greek
myth in which Hercules asks Atlas’s help in obtain-
ing the golden apples of the Hesperides, in the mean-
time taking over from him the task of supporting the
heavens (actually a zodiac globe in the painting).
Gundel regards the globe in Posthumus’s painting
as an ideal composition based on antique prototypes.
It may have been modeled on an original, still extant

Figure 12. Denys Fontenoy, after Giovanni Andrea Vavassore
(Italian, active early 16th century). Hercules and Atlas with the
Globe, ca. 1580. Woodcut. Bibliothéque Nationale de France,
Paris, Ed 25a, réserve (photo: after Wolfger A. Bulst, “Der ‘Ita-
lienische Saal’ der Landshuter Stadtresidenz und sein Darstel-
lungsprogramm,” Miinchner Jahrbuch der Bildenden Kunst, ser. 3,
26 [1975], p. 138, fig. 19)

in the sixteenth century but subsequently lost, or
less probably, it may be a free interpretation of
the above-mentioned Vatican, Stuttgart, or another
globe. An engraving of 1550 by Heinrich Aldegrever
(1502-1555/61) also depicts the scene of Atlas and
Hercules, with the celestial globe again represented
as a zodiac globe (Figure 11). A possible source for
the artist is a Venetian woodcut of about 1506 attrib-
uted to Giovanni Andrea Vavassore (active early six-
teenth century), of which a later copy is illustrated
here (Figure 12).4°

The specific function of the Fejérvary-Pulszky reliefs
may perhaps be clarified by a bronze sculpture in the
Liechtenstein Museum, Vienna, representing Her-
cules carrying a zodiac globe (Figure 13). Another
cast of the same work, with a modified placement of
the separately cast globe and, surprisingly, with a dif-
ferent order of the zodiacal signs, is in the Robert H.
Smith Collection (Figure 14).4' The statue, made
about the mid-seventeenth century by Ferdinando
Tacca (1619-1686), was modeled on a work by his
father, Pietro Tacca (1577-1640), which in turn is
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Figurc 14. Ferdinando Tacca
(Italian, 1619-1686), after a
model by Pietro Tacca (Italian,
1577—1640). Hercules Supporting
the Heavens, ca. 1650. Bronze,
H. 8g cm. Sammlungen des
Fuarsten von und zu Liechten-
stein, Vaduz-Vienna, skg46

Figure 14. Ferdinando Tacca,
after a model by Pietro Tacca.
Hercules Supporting the Heavens,
ca. 1650. Bronze, H. 8g cm.
Robert H. Smith Collection

Figure 15. Detail of zodiac globe in Figure 14 Figure 16. Detail of zodiac globe in Figure 13
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Figure 17. Stefano della Bella (Italian, 1610-1664). Illustration from 1 mondo festeggiante, 1661. Etching, 28.9 X 44.1 cm. Museum

of Fine Arts, Budapest, 19546

based on one in the Twelve Labors of Hercules series
by Giambologna (1529-1608).42 In both versions of
Ferdinando Tacca’s sculpture the signs of the zodiac
stand out in relief from the surface of the globe. As for
the sequence of the signs, not only is it different in each
version, but, even more interestingly, neither conforms
to the usual order (Aries, Taurus, Gemini, Cancer, Leo,
Virgo, Libra, Scorpio, Sagittarius, Capricorn, Aquarius,
Pisces). On the Smith Collection globe, only one sign,
Gemini, is out of place, being positioned between
Pisces and Aries (Figure 15). The globe held by the
Liechtenstein Hercules presents a more confused
order: it represents Aries, Taurus, Cancer, Scorpio, and
Leo on one side, Virgo, Libra, Pisces, Sagittarius,
Capricorn, and Aquarius on the other (Figure 16).43
Even the orientation of the sequences is dissimilar on
the two: on the Smith globe the signs proceed from
right to left, on the one in Vienna, from left to right.
The individual signs are sometimes identically shaped
on the two; sometimes, as in the case of Scorpio, they
differ. The reason for these alterations is not clear, but
it can be inferred that the different compositions of the
globes were intended to convey inflections of meaning.

Throughout the sixteenth and seventeenth cen-
turies, then, different sculptural versions existed of
the mythological theme of the Golden Apples of the
Hesperides, with Hercules holding a zodiac globe. It is
not beyond the realm of possibility that the Sagittarius
and Capricorn reliefs belonged to such a bronze statue,
which would perforce have been larger than any of
the previously mentioned works. An even larger, colos-
sal Atlas statue supporting a zodiac globe appears in
the first of three etchings by Stefano della Bella (1610—
1664) illustrating Giovanni Andrea Moniglia’s text I
mondo festeggiante (Florence, 1661; Figure 17).11 This
series depicted the festive procession in the Boboli
Gardens organized in July 1661 on the occasion of the
wedding of Grand Duke Cosimo IlI de” Medici to Mar-
guerite Louise d’Orléans. The statue of Atlas, which
stood in the middle of the square, was constructed
by none other than Ferdinando Tacca, who, according
to Moniglia and the inscriptions on the etchings,
was the engineer of the entire extravagant theatrical
program.*5 With the help of machinery, the statue
transformed before the spectators’ very eyes into a
mountain symbolizing Mount Atlas.
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On the basis of the examples discussed here, one
possible interpretation of the Sagittarius and Capricorn
reliefs—and perhaps the most attractive—is that they
decorated a zodiac globe supported by either Her-
cules or Atlas or by both mythological heroes.
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In the 19g0s Istvain Genthon (19o3-1969), later director of the
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viving photographs with the extant watercolors reveals that at
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