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Between Nothingness and Eternity… 

“The visible world of forms is just an allegory – a symbolism of 

invisibility, a mediator of the formlessness, a pure metaphor of 

your Being.  It is through form that the abstract, the invisible 

expresses itself and becomes meaningful.

Be constantly vigilant and tirelessly alert, because slipping 

away from the present moment even for a second may be 

fatal.

The reason why many love to practice extreme sports or dan-

gerous activities such as crossing oceans or climbing moun-

tains or running marathons is because it forces them to live in 

the present. But  these experiences, depending on external 

efforts, will never lead them into a real state of timelessness, of 
freedom.

No one can set you free but yourself.

Try to touch the most painful sensation within yourself to real-

ize that all sufferings are unnecessary and that only intentional 
suffering, that is suffering without suffering, can reveal all the 
beauty and goodness of your very nature”.

Elio D’Anna 
From “The Technology of the Dreamer”



TIMELESSNESS

When bread was made in almost all homes and, 

as a rule, it was baked once a week, a piece of 

the dough was put aside, covered with a damp 

cloth and stored away in the cupboard. That piece 

of living material continued to ferment in the dark 

and formed the yeast necessary for the following 

week’s dough.

So, not only in an ideal sense but as a matter of fact, 

each new loaf contained the DNA of all the bread 

that had preceded it. A molecular kinship therefore 

bound the present to the past and that germinal 

and archetypal element was the most crucial factor 

for the best bread, freshly baked daily.

This culinary practice, now lost in peasant houses, 

continues to be a metaphor for art and life. Memory 

is the starter yeast of our present day and, even in 

its unstoppable decomposition process, it contin-

ues to give essential vital stimuli to new actions, to 

new ideas. 

Just knowing this is sufficient to be able to say that 
no work of art flourishes without a bulb, without 
a root that keeps it in touch with a genealogy of 

many other works. 

Sometimes this genetic inheritance is evident, to 

the point of becoming similar. In other cases, his-

tologic sampling is needed to understand the affil-
iation, but each artist has an army of fertile gener-

ations behind him, and to some extent he has to 

conquer a lineage that can never be assumed.

Yet art continues to live with an inextinguishable 

nostalgia, which has always appeared to us to be 

a lack, like a void, and which, however, must be 

understood as a sense of belonging. 

So, when contemporary art relates to significant ob-

jects of an earlier age, it is as if it is trying to use the 

starter yeast.

Sometimes it is not even necessary that a modern 

work is intentionally in dialogue with an ancient one 

to trigger explosions or introduce new blooms. As 

with aerial dissemination, a temporal pollination, the 

sense of art branches out and intermingles feelings 

that still produce kinship elements, degrees of sep-

aration and proximity.

In this exhibition, there are several types of asso-

nance. Some living artists chose to deal with an 

explicit thematic or stylistic relationship, for others 

picking up the harmonic sound of a shape or colour 

was enough to cause a vibration between the two 

works.

But the conceptual stratification of this experiment 
encounters further reading levels, being the result of 

the dialogue between a great antique Italian gallery 

and a young contemporary art gallery. 

Giorgio Baratti made his collection of paintings from 

the 16th, 17th and 18th centuries available, while 

the Aria Art Gallery invited some artists to participate 

in the experiment. I myself had the experience and 

the pleasure of coordinating this together with An-

drea Guastavino and Antonio Budetta.

Relationships of being between works that already 

existed were found but, new pieces were also creat-

ed, specifically designed on the theme of the Time-

lessness project.

The reasons that make ancient works contemporary 

and alive, which allow them to continue to release 

We belong to a time (as well as to a place) that, in 

its accomplishment, is united with all of the past. 

Perhaps it is the energy of the present that bakes 

and cooks the new bread, that stops that millennial 

process of fermentation of matter, fixing the dough 
into a transformed substance and marking an ideal 

point in time and space.

ART THAT REMEMBERS THE FUTURE

Each painting is a meaningful object that tells an 

experienced history or a metaphor, a sacred affair 
or an allegory, that sets the scene for pure contem-

plation or attempts to imitate a piece of nature. A 

painting always contains an indefinite amount of 
thoughts, more or less understandable, that are 

kneaded together with the chromatic material. In 

that blend of chemistry and physics, of technique 

and know-how, are all the reflections and intentions 
that the author has developed during execution, as 

well as other unconscious factors induced by histo-

ry and geography.

Whether they are simple, absent minded, or com-

plex thoughts arrived at through labyrinthine theo-

ries, they are, in any case, equivalent to seeds stored 

in an urn, which continue to have potential fertility.

This miraculous property makes art a vehicle 

through centuries and generations that can survive 

the mutations of taste and culture to give us a valu-

able sense of feeling and sentiment.

spores and meanings, are similar to and mirrored 

in those that bring reminiscences of past ages into 

modern paintings, that familiar flavour that is able to 
adhere to our memory, making it vibrate, as if it were 

a tuning fork.

Massimo Pulini

Air is the breath of everything that used to be.

Mariangela Gualtieri



FEDERICO CERVELLI MICHELANGELO BASTIANIXVII CENTURY XXI CENTURY 



FEDERICO CERVELLI 
(Milan circa 1638 - Venice post 1694)

Boreas and Orithyia
Oil on canvas, 117.5x97.5 cm 
Milan, Giorgio Baratti Collection

This image immortalizes the climax of the myth narrat-
ed by Ovid in the Metamorphoses (VI, 692-722), that 
is, the “Abduction of Orithyia”, daughter of the legend-
ary Athenian King Erechtheus, by Boreas - in Greek 
mythology the wind of the north or the personification 
of winter - who is carrying her away to make her his 
bride, running on a cloud and driven by the wind of a 
zephyr cherub on the left. It is a wonderful testimony 
of the painter Federico Cervelli, born in Milan but pro-
foundly assimilated in Venetian culture. In this setting, 
he had to make his decisive but somewhat late matu-
ration, working for the first time in public in the Basilica 
of Santa Maria Maggiore in Bergamo (Noah’s Sacrifice 
of 1678), a city which at that time orbited around Ven-
ice. However, previously Frederick must have already 
encountered Venetian culture, as reported by Boschi-
ni in his Ricche Miniere, in particular with Sebastiano 
Mazzoni and Pietro Liberi, but also with Giambattista 
Langetti, and certainly not remaining indifferent to the 
Neo-Venetian openings, which were opposed to the 
so-called “tenebrosi” current. Nevertheless, Cervelli’s 
most fitting vein was expressed in his pagan themes, 
drawn from Greek mythology, of which this “Abduc-
tion” is one of his best examples. Its fresh and vibrant 
spontaneity, both expressive and pictorial, is in fact 
closely associated with his similar paintings in the 
Pinacoteca Quercini Stampalia in Venice (“Stories of 
Adonis”, “Orpheus and Eurydice”, “Pan and Syringa”) 
and with some other examples that have recently re-
appeared on the antiques market, such as “Bacchus 
and Ariadne “ 2005 at Hotel Drouot in Paris. Finally, in 
the canvas on display here, Cervelli is confirmed as 
one of the most consistent followers of the baroque 
lesson, directly transmitted to Venetian painters by 
Luca Giordano, but originally assimilated with a Titian-
esque pictorial resemblance. The vigorous drawing of 
waves and epidermides, which remind me of the 16th 
century Lombard paintings, has a fitting momentum, 
in which the perfectly restored impetuousness of the 
beloved ancient god and the florid beauty of his future 
young bride are perfectly matched.

Giancarlo Sestieri

Bibliography: unpublished



MICHELANGELO BASTIANI
2015

The Tempest
Steel, led screen 19”, glass bottle | Edition of 7
52 x 42 x 55 cm

The work of Michelangelo Bastiani is a whirlwind of 
light emanating from a dance step. A genie that bursts 
out of the same bottle in which it is imprisoned. It is 
both a cinematic and illusionary work, with an aerial 
and ephemeral symbolism that was achieved only in 
the Baroque. It therefore carries an even more intense 
meaning in the dialogue established with the abduc-
tion of Princess Orithyia by the wind Boreas. The can-
vas by Federico Cervelli, an artist of Milanese origin 
but operating in Venice in the second half of the 17th 
century, is a perfect antecedent of the Bastiani hol-
ogram, both for the dynamic transportation and the 
thematic concept.



CAVALIER D’ARPINO CAROLE FEUERMANXVII CENTURY XXI CENTURY 



GIUSEPPE CESARI called CAVALIER D’ARPINO 
(Arpino 1568 - 1640 Rome)

Fortune (or Galatea?) with two Tritons
Oil on panel. 127 x 89 cm.
Milan, Giorgio Baratti Collection

The painting, by Giuseppe Cesari called Cavalier 
d’Arpino, is, in my opinion, typical of his style and of 
remarkable quality (Arpino 1568 - Rome 1640). This 
is a singular and rare depiction of Fortune (oil on oval 
panel, 127 x 89 cm) who, instead of standing on the 
sphere of the world as in other similar iconographies, 
is supported by two Tritons, making it like the rep-
resentation of the myth of Galatea. Moreover, the two 
Tritons, in our painting, are represented with a clear 
allusion to the mythological figures of satyrs, in a kind 
of “double” iconography. An unusual and elegant figu-
rative construction that fits well with the mindset of the 
Cavalier d’Arpino, who was very dedicated to the elab-
oration of particular iconographies both in the sacred 
field and in the profane, just when he entrusted works, 
almost always sacred ones, that were repetitive and 
standardised ever more willingly to his workshop, thus 
freeing himself to do the more original and creative 
works (sacred or profane). The feminine type we find 
in the Fortune-Galatea, elegant, muscular and slender, 
was already elaborated by Arpino in his youth, as ev-
idenced by the beautiful drawing of a naked nymph 
under the moon, in the collection of Lord Leicester in 
Holkham Hall, repeatedly published in all the special-
ist texts on the maestro. Moreover, Arpino during his 
youth (1594-1595) had painted a similar figure in the 
loggia of Corrado Orsini, today Pio Sodalizio dei Piceni 
in Via di Parione in Rome, as a representation of a Ve-
nus, symbol of sunset. In that case, the nude, similar 
both due to the graphic design and the pictorial execu-
tion, rests on a shell, thus proposing a curious icono-
graphic “duplicity” between the image of Galatea and, 
in this case, the image of a mythological figure such as 
Venus. The Fortune-Galatea work discussed here is of 
course a much later work than the fresco of Pio Sodal-
izio dei Piceni. Its first buyer is not known but it may 
perhaps be identified, based on a declaration by Cav-
alier d’Arpino, as a painting described as Galatea re-
corded in a1653 inventory in the Monterrey collection 
in Madrid, an inventory mentioned by Alfonso E. Perez 
Sanchez in Pintura italiana del siglo XVII en España, 
1965, p.222. The originality and the date of the Fortu-
na-Galatea is enough to compare our painting with the 
fresco depicting Two Old Satyrs, painted by Arpino on 
the burial tombstone of Cardinal Pietro Aldobrandini in 
the Hall of the Palazzo dei Conservatori on Capitoline 
Hill in Rome, published by H. Roettgen, in Il Cavalier 
Giuseppe Cesari d’Arpino. Un grande pittore nello 
splendore della fama e nell’incostanza della fortuna, 
Ugo Bozzi, Rome, 2002, p. 459. The two satyrs in the 
fresco on Capitoline Hill and the pictorial drawing, so 
mixed and dense, are identical to the figures of the two 

Tritons of our Galatea-Fortune. The fresco on Capito-
line Hill is dated to after 1630, and this date is also in 
keeping with the beautiful Galatea-Fortune, bringing 
it closer to other rare mythological works that Cesari 
carried out towards the end of his life, with incompa-
rable freshness and wit.
The rich sophistication and beauty of the painting are, 
however, exalted by the excellent state of preservation 
both of the support and of the pictorial surface.
 
Claudio Strinati

Rome, 30 October 2013

Bibliography: unpublished



CAROLE FEUERMAN
2015

Hands on Towel
Resin painted oil | Edition: 5/6 - unique variant
h 41 x 38 x 18 cm

Carole Feuerman has often returned to the theme of 
water, with swimmers who rest, tired and sensual, 
embracing sea balloons, with their bodies dotted with 
drops of water, and their eyes closed, numb by the 
sun. That look is even more elusive in the mural sculp-
ture presented by the American artist, to the point that 
we have to imagine it immersed in the wall itself, under 
that ice cream turban, created by the towel. There was 
no more appropriate match than the Nymph supported 
by two Tritons, the wonderful panel by Cavalier D’Arpi-
no, expression of the last Roman mannerism, which 
also plays on water and on the back of the body.



JACOPO AMIGONI IRFAN ÖNÜRMENXVIII CENTURY XXI CENTURY 



JACOPO AMIGONI 
(Venice 1682 - Madrid 1752)

Portrait of a lady
Oil on canvas 46 x 32 cm.
Milan, Giorgio Baratti Collection

As soft and mild a drawing as a pastel painting outlines 
this enchanting portrait of a young girl, Jacopo Amig-
oni’s original work (Venice - some say Naples - 1682 
- Madrid 1752) one of the most prominent representa-
tives of the 18th century European painting.
....
Infused with deliciously rococo grace, this painting is 
admirable proof of the portrait-painting skills of Amigo-
ni, who, preceded by the fame gained in England por-
traying the figures of the court and of the high aristocra-
cy, during the years spent in Venice before his definitive 
departure for Spain proved once again his ability to as-
similate the most innovative art of the moment. Amigoni 
could not avoid the grandeur of Rosalba Carriera, who, 
as perfectly summarised by Roberto Longhi in 1946, 
“could express with unparalleled strength the confused 
delicacy of the time.”
In our portrait, the subtle French allure acquired by the 
artist during his fleeting stay in Paris in 1936 gains sub-
stance by acquiring that incisive lightness that made 
the ladies portrayed by Rosalba immortal. In tune with 
the new tastes, Amigoni focuses the attention on the 
face of the young woman to surprise you, together with 
the physiognomic peculiarities and the intonation of a 
state of mind captured with vibrant visual flagrancy. The 
expression is returned with the palpitating evidence of 
a psychological animation in chiaroscuro evoked by 
the suspended attitude, stopped in time, between light 
and shadow. With unparalleled technique, the artist 
achieves exquisite refinement in shaping the girl’s looks 
and by painting the hues of her vest with beautiful pink 
and gold accents, which become impalpable evanes-
cencies in the fluttering of the veil in the shadows of the 
background.
Stylistically matched with the Portrait of a young wom-
an with a dog, English private collection, from the last 
period of his stay in England, our painting dates to the 
1640s, when in the influence of Rosalba join with the 
portraiture of Amigoni for a warm and unprecedented 
introspective.

(From Dario Succi’s historical and critical board)



IRFAN ÖNÜRMEN
2013

Gaze Series No. 27
Multi-layered cut tulle mounted on canvas
133 x 153 x 8.5 cm
Courtesy of C24 gallery (NY)

The theme of the face is a recurring thought for the 
Turkish artist Irfan Önürmen. The tonal stratification of 
a myriad of geometric fragments, of colour pieces that 
add to each other, forms a big face, and the result is 
a delicate and intense portrait. This modus operandi 
does not seem to distance itself from the silent pic-
torial process of Jacopo Amigoni who, using oil like a 
pastel, produced portraits that he could interpret not 
only the physiognomic characters of the commission-
er but also his own era.



ANTIVEDUTO GRAMATICA FABRIZIO CORNELIXVII CENTURY XXI CENTURY 



ANTIVEDUTO GRAMATICA 
(Rome, 1569-1626)

Magdalene praying on the skull
Oil on canvas 58 x 43.2 cm.
Milan, Giorgio Baratti Collection

I confess that long ago, when I first saw the paint-
ing, weighed down by a restoration that made it very 
“closed”, with a slightly plasticized and somewhat 
deafening material, I thought it might be a good work 
by Imperiale Gramatica, Antiveduto’s son, who prob-
ably started collaborating with his father in 1620 and 
then became an independent painter with decent re-
sults but far inferior than those of his father.
However, some details, such as the remarkable raised 
hand and the skull in the foreground, showed a quali-
ty that corresponds entirely to Antiveduto. The recent 
restoration has revealed a high-level painting, which 
leaves no doubt about its paternity.
Now the work - which finally “breathes” and has found 
substance and depth - clearly reveals it. However, this 
is a very mature painting by the painter from Siena, 
dating back to the third decade, when he reaches a 
decisive turning point moving towards classism. As 
one of the naturalists of the second decade, Gramati-
ca decided to contaminate his own language with that 
of the Bolognese fashion, with Domenichino in par-
ticular, and his son Imperiale - who begins to be active 
when the Caraveggesque naturalism starts to decline. 
He falls ever more back on such stylistic canons.
The details of this Magdalene correspond well to the 
works of the third decade of Antiveduto: The raised 
hand can be compared to that of Magdalene kneeling 
in front of Christ in the Noli me tangere of the Duomo of 
San Severino Marche, which I attributed to Gramatica 
in 1990 (Papi 1990, pp. 114-115); while the imposing 
hair, due to its structure and flow of the locks, recalls 
very much that of Mary in the painting with Martha and 
Mary, brought to auction on 30 May 1991 to Finarte in 
Milan (lot 111). From this hair, so thick and envelop-
ing, we can explain the strange clarification of Giulio 
Mancini (one more reason not to doubt that our paint-
ing is by Antiveduto) in the painter’s biography: “He 
exaggerates in doing the hair” (Mancini 1617-1621, 
ed. 1956-1957, I, p.245). Magdalene’s face with her 
pained eyes is very much reminiscent of the expres-
sion of Magdalene at the tomb by Ermitage, who was 
also particularly gifted with hair and is similar in the 
gesture and texture of her hand.
The most striking part in this painting is, however, the 
skull, with its impressive naturalism, which proves that 
Antiveduto had not lost his taste for direct and true 
naturalism - despite his fascination for Dominican re-
finement. But not only: in this part, he seems to have 
seized Ribera’s new style, and it is a rarity in the work 
of Antiveduto, which is why this is particularly impor-
tant here.

Finally, I think the work is absolutely worthy of pub-
lication, and as soon as I have the opportunity (in a 
context where it makes sense to publish it) I will do so.
 
Florence, 12 May 2016
Gianni Papi



FABRIZIO CORNELI
2016

Halo Yellow
Mixed technique on alluminium, led
100 x 100 x 80 cm

Art as a luminous epiphany, this could be the synthesis 

that links all of Fabrizio Corneli’s works. The first works 
that projected large downward-looking faces, with thin 

metallic leaves planted on the wall, to make shadows 

of half-closed eyes (the Dreamers), have the synthesis 

and the sense of a haiku inspired by light, in the same 

way as the recent appearances of chromatic auras, 

suspended in the air, seem to be impeccable postulat-

ed. From the world of physics and mathematics they 

descend into philosophy and mysticism.

The fact that his works meet the reflective face of An-

tiveduto Gramatica’s Magdalene, with a skull in her 

hands and a halo around her head, is another miracle 

that we can witness.



BRONZINO PIETRO LISTAXVI CENTURY XXI CENTURY 



AGNOLO DI COSIMO called  BRONZINO 
(Monticelli di Firenze 1503 - Florence 1572)

The contest of Apollo and Marsyas
Oil on canvas, 82.5x127 cm.
Milan, Giorgio Baratti Collection

This is one of three versions of the Contest between 
Apollo and Marsyas, the most well-known of which is 
held at the Hermitage Museum in St. Petersburg (1). 
The Hermitage painting, originally on a panel, was 
transferred to canvas, with the resulting deterioration of 
the pictorial surface; furthermore, an irregular section, 
which accounts for almost one-third of the total height, 
has obviously been cut off from the top of the composi-
tion, while minor gaps can be found at the bottom and 
sides.
The other two versions are less well known. The first is 
a panel - which I have not personally seen - in a private 
collection in New York (2); the second is the canvas in 
question. The two works are closely related in size, gen-
eral composition and detail; their rectangular shape, of 
a higher height than the Hermitage’s work, allows you to 
appreciate, in all its splendour, the spectacular fantastic 
landscape that opens out in the distance, providing an 
interesting example of Bronzino’s landscaping talent. 
The airy panorama that extends above the mountains 
and lakes is missing in the Hermitage painting, except 
for the far left; as a result of the reduction of the upper 
part, the remaining trees, paths and the footpaths at the 
centre and the right of the middle plane are inconsist-
ent following a more careful examination. On the oth-
er hand, in this version on canvas these same details 
are meticulously painted and are of an extraordinary 
pictorial quality. Even here, unfortunately, the surface 
is slightly compromised by craquelure caused by the 
gradual loosening of the canvas over time, which caus-
es cracking in the pictorial layer.
....
The difference between the elongated horizontal format 
of the Hermitage painting and the rectangular and high-
er height of this work and of that of New York undoubt-
edly has a precise meaning. The cover of a virginal 
generally has the shape of a right-angled triangle, with 
the long side opposite to the right angle often curved 
inwards to form an arc rather than a straight line. An 
example of such a lid - perhaps the interior rather than 
the exterior - is the Silenus Gathering Grapes by Anni-
bale Carracci, held at the National Gallery in London 
and dated to 1599 (3). The contest between Apollo 
and Marsyas held at the Hermitage could have been 
part of a larger wood panel of irregular shape - it was 
a rectangle with a right-angled triangle resting on the 
upper side - perhaps later reduced by the former own-
er. The hypothetical irregular section, now missing, is 
documented by the landscape in the background of 
this canvas and the New York panel. If we imagine a 
right-angled triangle above it, the view would have in-
cluded the cave covered by the trees on the right and, 

continuing towards the centre, the distant city, before 
reaching the lowest point of the horizon above the lake 
on the far left. The downward trend of the landscape 
we observe in the two larger rectangular versions of 
Bronzino’s composition refer to the triangular shape of 
the original cover, which probably would have included 
many of the features just described, but without a sub-
stantial portion of the sky.
.....
To conclude, I cannot help but emphasize the impor-
tance of Bronzino’s view of the landscape - as wit-
nessed by this version of the Contest - in the evolution 
of landscape painting in the Marche area. Evidently the 
Florentine artist struck Federico Barocci, a frequent vis-
itor to the Palazzo Ducale in Pesaro, who was familiar 
with the paintings of Titian owned by his patron, Duke 
Francesco Maria II, son of Guidobaldo for whom Bronz-
ino had worked. In the painting by Barocci held at the 
National Gallery of the Marche in Urbino, the Stigmata 
of St. Francis, which was financed by Francesco Maria 
della Rovere, the entrance of the cave where the saint 
kneels to receive the stigmata reveals an understanding 
of the mountainous landscape in front of which Bronzi-
no places the scene of the austere musical contest be-
tween Apollo and Marsyas; the same roots of the trees 
that emerge from the ground can be seen, struggling 
in vain to take hold on the rigid rocky surface (4). The 
tops of trees that overlook the ground in Bronzino’s 
picture are suggested by small brush strokes, a dotting 
technique that shows foliage in Barocci’s landscape 
studies, such as the one held at the British Museum in 
London (5).

(From Nicholas Turneri’s historical and critical board)
 

Footnotes:
1) Oil on panel transferred onto canvas, 48 x 119 cm, St. Peters-
burg, Hermitage, inv. GE 250. See the T. Kustodieva data sheet in 
Bronzino. Painter and poet at the Medici court, exhibition cata-
logue (Florence, Palazzo Strozzi, September 2010 - January 2011), 
edited by C. Falciani and A. Natali, Florence 2010, pp. 84-85, n. I, 
16). In the data sheet for the painting at the Hermitahe, Kustodi-
eva lists a series of copies and engravings based on Bronzino’s 
composition. 
2) Oil on panel, 82 x 122.5 cm, New York, private collection. J.T. 
Spike, The Fable of Apollo and Marsyas by Agnolo Bronzino, edit-
ed by E. Frascione, Florence 2000; Id., Apollo and Marsyas painted 
by Bronzino in Pesaro for Guidobaldo II of Rovere, in Della Rovere 
in the Italian courts, acts of the symposium (Urbania, 16-19 Sep-
tember 1999), vol. II, Places and works of art, by Bonita Clerici et 
al., Urbino 2002, pp. 69-78.
3) Tempera on panel, two sections: 54.5 x 69.5 cm and 36.1 x 19 
cm, London, National Gallery, inv. 93.1 and 2; cfr. D. Posner, Anni-
bale Carracci, London 1971, vol. II, p. 51, n. 115. 
4) Oil on canvas, 360 x 245 cm, Galleria delle Marche, Urbino. See 
J. Mann’s data sheet on Federico Barocci, Renaissance Master of 
Color and Line, exhibition catalogue (St Louis, St Louis Art Muse-
um and London, National Gallery, 2012-2013), edited by J. Mann 
and B. Bohn, St. Louis Art Museum, St. Louis 2012, pp. 238-251.
5) The example reproduced here, from the British Museum, is 
probably a study for the Stigmas of St. Francis of Urbino (see Fed-
erico Barocci, Renaissance Master..., p. 245). 



PIETRO LISTA
2017

Nudo of Bronzino
Oil on canvas
100 x 90 cm 
Photo by Jacopo Naddeo

The fierce mythological episode of the flaying of 
Marsyas, by the god Apollo, suits the style of Piet-
ro Lista, above all due to his particular research that 
explodes, in the physical space of the canvas, with 
fragments of red painted bodies. The colour of blood 
and disintegration, the loss of integrity, of enchant-
ment and of purity are also the theme of the invention 
that Bronzino created for the Duke of Urbino during 
his stay in the Marche area. But in Lista’s work Apollo 
is also flayed, silhouetted by the enigmatic paratactic 
painting.



GIAMBATTISTA CROSATO MASSIMILIANO PELLETTIXVIII CENTURY XXI CENTURY 



GIAMBATTISTA CROSATO 
(Venice 1697 - 1756)

Cupids playing
Oil on canvas, 85 x 175 cm. 
Milan, Giorgio Baratti Collection

This depiction of three joyous cupids - two who are 
fighting over an arrow taken from the sheath between 
them, while a third is standing with his back to the 
viewer with a bow in his left hand - has an immediately 
clear Venetian pictorial imprint, with which on the one 
hand there is a refined chromatic intensity, modulated 
by a penetrating light that brightens the colour, and on 
the other there is a strong formal construction exalted 
by the florid carnality of the three naked children. Two 
aspects that bring us back to the fundamental lesson 
of Piazzetta, brilliantly combined, however, with the 
eminently colourful aspects of the Rococo current of 
Venetian painting of the beginning of the 18th centu-
ry, started by Sebastiano Ricci and continued by Ja-
copo Amigoni and Giovanni Antonio Pellegrini often up 
to the point of liquefying the shapes, to the benefit of 
pure painting. This way of conciliating these two main 
ascendants leads us directly to the author of “our” 
painting, that is to Giambattista Crosato (Venice 1697 
- 1756), whose paternity finds a vast and accurate an-
swer not only with his personal stylistic and interpreta-
tive figure, but also with the direct and clear typological 
responses to many of his similar figures. In addition, 
the curriculum of Crosato reached full maturity through 
a direct experience in Bologna with G. M. Crespi, and, 
thanks above all to his two prolific stays in piedmont in 
the 30s, during which he had the opportunity to train in 
the climate of Juvarrian Turin, he was in direct contact 
with several heads of schools of the time: in particular 
the Neapolitans De Mura and Giaquinto, whose indi-
rect inflections can be seen in this painting.
In fact, the comparisons are more than convincing, 
both from a strictly figurative point of view and from 
a painting one, here magnificently clear in the drawing 
of the nudes, but also in the definition of the details, 
from the wings to the hair, from the arrow holder to the 
leaves, to the large vase with foliage hanging out of it, 
all rendered with a fluid but constructive stroke. There 
are numerous comparisons that could be made with 
many of Crosato’s works in which there are similar fig-
ures. We can mention the “Allegories” of “Spring” and 
of “Autumn” in the western loggia, and of “Summer” 
and “Winter” in the Eastern loggia of the Hall of the Villa 
della Regina in Turin, the “Baby Jesus with the Cross 
and Angels”, in the parish of Zeminiana; but even small 
putti which appear in larger compositions such as in 
the frescoes of the Church of Santa Maria della Visitazi-
one in Pinerolo, and many others, including, in addition 
to extensive decorations made in Turin and province, 
his major works carried out at home, in Cà Pesaro and 
his great final task in Cà Rezzonico.
For the above comparisons and for a full examination 

of the work of Crostato consult the recent detailed and 
exhaustive monograph compiled by D. Ton (Giambat-
tista Crosato. Pittore del Rococò europeo, Fondazione 
Giorgio Cini, Scripta Edizioni, Venice 2012), accompa-
nied by a rich repertoire of illustrations. The importance 
of the figure of Crosato had already been highlighted 
and duly revalued by G. Fiocco in his earlier mono-
graph, focused on Crosato’s activities in Turin (Giam-
battista Crosato. Pittore di Casa Savoia, Le tre Venezie 
ed., Venice, 1941); and it a general but concise dis-
seration was also written by R. Pallucchini (La pittura 
nel Veneto. Il Settecento, Electa ed., Milan 1995, I, pp. 
129-148), emphasizing his beginnings in the context 
of the Venetian figurative culture in the first half of the 
18th century, worthy of collaborating with the two Ric-
ci, Amigoni and Pellegrini and, albeit with due distance, 
with Tiepolo.

Giancarlo Sestieri



MASSIMILIANO PELLETTI
2014

he first in the class
Bonded marble and glazed ceramic
h 45 x 12 x 12 cm 

The Massimiliano Pelletti’s three putti, intent in an 
ironically sadist game, echo the composition of Gi-
ambattista Crosato, where the cupids quarrel over the 
sharp erotic weapons. The third child, who concludes 
the infantile stele, is wearing a hangman’s hood. Thus, 
the small sculpture that, stylistically, hints to Proustian 
porcelain ornaments, unexpectedly meets a change of 
meaning and ends on a theme of horror.
At the end of the day they are lethal weapons designed 
to pierce the heart, like Crosato’s arrows. A childhood 
that is not very innocent, throughout the centuries.
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16TH-CENTURY MASTER FROM PISTOIA 
(formerly attributed to ANDREA DEL BRESCIANINO 
and to Gerino from Pistoia)

Judith with the head of Holofernes
Oil on canvas, 104 x 86 cm.
Milan, Giorgio Baratti Collection

Pleased to have accomplished her mission Judith 
flaunts the severed head of Holofernes, General of 
the Assyrians, who were besieging the Jewish town 
of Bethulia. The biblical story recounts that, after hav-
ing pretended to be a lover of the enemy soldier and 
having got him drunk, she beheaded him and with the 
help of the maidservant managed to escape at night, 
hiding the macabre trophy in a sack. The painting pre-
sents the Jewish heroine as if she were in front of her 
people, standing on a balcony. The marble parapet 
shows the Latin inscription Mater Patrie, perhaps so 
as to not confuse her with the iconographic counter-
part of Salome with the head of John the Baptist.
On the balustrade there is a basin, that collects the 
blood dripping from the head of Holofernes. The paint-
er has depicted him enraged and stern, covered with 
long hair and a particularly thick beard. Judith is richly 
dressed, still holding the sword in her hand and has 
a hint of a smile of triumph, while in the shadows be-
hind her the handmaid is intent on turning off the light, 
as if the two women had just arrived at the square in 
Bethulia. 
This precious Panel has been attributed in the past to 
some important artists from Tuscany. The names of 
Andrea Del Brescianino from Siena and Gerino from 
Pistoia have been put forward and a photo from the 
Zeri Foundation classifies it as the work of an anon-
ymous artist from Pistoia in the first half of the 16th 
century.
This is not the context to fathom attributive issues, but 
I believe we must look for the author from among the 
previous opinions, tracking the still mysterious young-
er years of Andrea Piccinelli, also known as Brescian-
ino, and possible relationships with the art scene in 
Pistoia at that time.
However, the high quality of the work and the heraldic 
and narrative charm that the scene transmits remain 
undisputable. While observing the figure of the heroine 
carry out an almost emblematic task, the choice of the 
author to include the maidservant intent on domestic 
issues is true genius and anticipates some of the noc-
turnal contexts typical of Caravaggio’s naturalism.
The result is full of antinomies, courtly and fantastic, 
dignified and truculent, icy and sentimental, as only 
the best artistic expressions from the early 16th cen-
tury can be.

Massimo Pulini 

Bibliography: unpublished



ANDREA GUASTAVINO
2015

The world falls
Gramophone, photograph, wax
70 x 40 x 40 cm

A head on a plate, the installation that Andrea Guastav-
ino has dedicated to the genre of biblical beheadings 
is almost transformed into pun. A head on a gramo-
phone, which turns obsessively on itself, produces a 
sour irony which assumes nightmarish overtones. You 
can almost hear the scratch of the needle on the face, 
overturned and crushed onto the surface. It does not 
matter whether the bloody head is the protomartyr St. 
John the Baptist or Holofernes, enemy of the people 
of Israel, what matters is the terrible echo of behead-
ings, still found in asymmetrical contemporary wars.
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FRANCESCO MANTOVANO 
(Mantua? - operating in Venice in the middle of the 
17th century)

Vase of flowers
Oil on canvas 70 x 56 cm.
Milan, Giorgio Baratti Collection

This vase is part of a pair (both oils on canvas, 70 x 
56 cm), with circular metal containers with rounded 
central bodies, embossed with representations, and a 
round wide foot, placed on two square bases, from 
which emerge two different floral bouquets, combining 
modules of “florilegia” [Latin flos (flower) and legere (to 
gather)] from the late 16th or early 17th century, with 
the clear Baroque ancestry for a more dynamic result. 
The two assorted floral groups are placed in such a 
way that, in the second half of the 17th century, had to 
be almost codified, with the central elements soaring 
aloft, and several external ones already hanging below 
the edge of the opening. However, their compositional 
balanced symmetry at the front betrays an early 17th 
century culture, dating back to the late 16th-century 
forms, such as those practiced by various anony-
mous artists of “grotesque vessels”. Also considering 
the sharp rendering under a strong direct light, with 
accentuated streaks, of those that emerge from the 
shadows in the background, we can deduce that this 
pair is the work of an author who has an ‘archaic’ train-
ing but has progressively opened up to momentary in-
stances of Baroque. 
Examining the individual flowers and their almost me-
chanical camouflage, in the light of the above-men-
tioned criticisms, we can trace their author with 
convincing certainty to Francesco Mantovano or Man-
tovani (Mantua? - active in Venice from 1636 to 1644 
and from 1660 to 1663). An author totally overlooked 
by modern critics until just over two decades ago, 
so much so that the volume La Natura Morta in Italy 
(edited by F. Porzio and coordinated by F. Zeri, Electa 
ed., Milan 1989, I, pp. 326-328), only on the trace of a 
woodcut was taken in consideration, present the Car-
ta del navegar pitoresco (Venezia 1660) by M. Boschin 
who give him high praise, probably as the only signifi-
cant exponent of the sector, in the Venetian School of 
the first half of the 17th century.
Mantovano’s figure, from two of its pairs of “Vases of 
Flowers”, preserved in the Accademia dei Concordi of 
Rovigo, and by another two of the Pinacoteca Civi-
ca of Padua, was rebuilt comprehensively by G. and 
U. Bocchi, first in volume Naturaliter edited by them 
(Casalmaggiore 1998, pp. 392-409), forming an im-
portant body of works (almost all “Vases of Flowers”), 
joined together in a relevant succession, in the wake 
of the most archaic paintings of Rovigo, as charac-
terized by stringent typological and pictorial affinities. 
Then the same authors also ‘focus’ on an author, who 
revealed himself very prolific from the beginning, in the 
volume once Pittori di Natura Morta a Roma. Artisti 

italiani 1630-1750 (Arti Grafiche Castello – Viadana, 
2005, pp. 203-245). To the already substantial cata-
logue of Mantovano we can clearly add this painting, 
on the basis of the above findings in achieving its in-
ventive parameters, and with a chromatic and bright 
exposition and intonation, which seem to be concur-
rent with later works: such as the pairs in a private 
collection in Modena, the octagonal canvases in a pri-
vate collections (2005, op. cit., figs. FM1-2, FM 3-4) 
and also the “Vases of Flowers” published in the last 
volume of G. and U. Bocchi (figs. FM6, FM10, FM11 
and FM12).

Giancarlo Sestieri



SOSSIO
2013

“Timelessness owns the time”
“Timelessness owns the time, then every moment you 

live in a state of timelessness makes you owner of the 

world”.

Oil on canvas
150 x 150 cm 

I have always read the informal chromatic explosion 
of Sossio’s works as a floral anthem to life and to the 
energy of nature. For this reason, his paintings have 
found a link, both in the first and the second edition 
of Timelessness, with nature and vases of flowers. In 
particular this unfolding of chromatic matter is in har-
mony with floral composition of Francesco Mantova-
no, an excellent specialist of a genre that crosses the 
centuries and that results in fitting relationships even 
with best chromatic researches of our age.
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FRANCESCO DE ROSA called PACECCO 
(Naples 1607 - 1656)

Saint Barbara
Oil on canvas 100 x 73 cm.
Milan, Giorgio Baratti Collection

A diagonal and dynamic layout characterizes this fe-
male praying figure, who stands out against a mot-
tled sky of blue and dark clouds. The attractive young 
woman in rich clothing is Saint Barbara, as can be 
deduced by the presence of the tower that identifies 
the martyr. The hagiography, like a dark tale, tells 
us about her father Dioscorus, a third-century sa-
trap, who imprisoned her to make her renounce her 
Christian faith. After miraculous escapes Barbara, 
who was recaptured each time, was beheaded by 
her father, who was punished by God who burned 
him with lightning. The painting is a summary of the 
whole affair, that seems to capture a moment of es-
cape, but evokes at the same time the lightening 
that, in the form of a snaking fibula, strikes the tower 
creating a symbolic crack. The representation of the 
young girl seems almost like a fairy-tale, with the 
bright chromatic contrasts between the pale skin 
and the vivid hues of the fabric that give the image 
an enchanted look. Intense shadows that outline the 
locks of hair and the clouds reveal a sentimental ar-
tistic language, typical of mid-17th century Neapol-
itan painting, when Caravaggio’s decisive shadows 
join the cooler lights brought by Domenichino and 
other Emilian artists. Pacecco De Rosa, who has 
been rightly considered the author of this beautiful 
painting for some time, embodies, better than any 
other, this aesthetic hybridization that combined 
naturalism and classicism.
Pacecco was at the centre of an artistic crossroads, 
also given his family situation. Son of the painter 
Tommaso and then, upon the death of his father, 
stepson of Filippo Vitale, Francesco became, along 
with his sister Annella De Rosa, a student of Mas-
simo Stanzione and then brother-in-law of Agostino 
Beltrano and Juan Do. Such a mix of artistic expe-
riences could only make Francesco a perfect expo-
nent of the most eclectic and sophisticated Neapol-
itan culture.
The work in question documents an expressive 
stage that demonstrates the long and sinuous 
shapes of Stanzione, but the expressive character 
and attention to decoration that we find in the paint-
ings when Pacecco reaches full maturity can already 
be seen. It is dated to around the 1640s. Effective 
comparisons can be found with the many female fig-
ures painted by the artist. Just think of the Flora del 
Kunsthistorisches Museum di Vienna, to find a sim-
ilar formal synthesis as well as the same bright col-
our palette. It is in fact the more translucent female 
complexions, which focus on a blush on the face, to 
have decreed the artistic fortune of Francesco De 

Rosa. The Saint Barbara of Baratti, already part of 
the Gallery Canesso in Paris, is one of the greatest 
productions of the artist.

Massimo Pulini 

Bibliography: V. Pacelli, 2008; M. Pulini, 2010, pp. 
82-83.



TOILETPAPER
2015

Saluti da Rimini
(Details of 8 posters from the campaign promoted by 
the Municipality of Rimini in the summer of 2015)
Printing on plastic material, 140 x 100 cm.
Courtesy of the Municipality of Rimini

The contemporary ecstasy of an improbable saint 
who, instead of the habit, wears a basketball T-shirt, 
is brought to fruition in a golden bed of French fries, a 
modern place of sensations and unforgivable dietetic 
sin. The Toiletpaper (Ferrari-Cattelan) have made us 
accustomed to the vision of earthy and linguistic ob-
sessions of great effectiveness and intelligence. In the 
cycle of eight “postcards” devoted to Saluti da Rimini, 
commissioned in 2015 by the municipal administra-
tion of the Romagna city, this is the work most closely 
linked to the history of art, as a counter melody to the 
many figures of hermits and mystics, with their eyes 
pointed to the sky, which in baroque paintings are al-
ways portrayed as being on the verge of fainting and 
exaltation.
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AGOSTINO TASSI 
(Perugia, 1578 - Rome, 1644)

Perspective of a loggia on a park with the sacrifice 
of a vestal (Ifigenia?)
Oil on canvas, 87x116.5 cm.
Milan, Giorgio Baratti Collection
....
It would seem likely that the artist, despite being in-
spired by ancient sources on the subject, did not in-
tend to represent a precise episode but rather to 
evoke, remaining on the subtle edge between historic 
painting and gender painting, the generic event of the 
punishment of a vestal. It is similar to the paintings of 
the same era and cultural environment in which, within 
a spectacular and sometimes grandiose architectur-
al-landscaping environment, there is the presence of 
an unidentified queen or well-characterized but no less 
enigmatic characters, or indefinable pantomimes of ro-
mance characters represented in a vaguely theatrical 
atmosphere: works in which, according to the unsur-
passed commentary proposed by Pugliatti in 1990, “it 
seems as though the artist wants to propose a false 
narrative to create, within the spectacle, that question-
ing and disturbing state of being that is stimulated by 
an emotional reading of the painting”. With the clear 
natural light that fills it, with an indefinite weather, and 
its refined, and even ironic, work of temporal overlap 
through the deformed costumes of figures, the image is 
in fact a typical example of the Roman prospect-land-
scape perspective of the first half of the 17th centu-
ry and its author must be Agostino Tassi, baptized in 
Rome on 3 August 1578 and died there on 25 February 
1644. Due to the general tone of the lighting, some-
what terse and a bit cold and sharp, it must be dated 
to an early moment of the author history between the 
late 1610s and the first half of the 1620s, although we 
cannot rule out that a too radical cleaning operation 
has contributed to removing the last layer of veiling and 
perhaps has also resulted in the loss of some details in 
the rendering of the faces of the characters.
....
Although the construction of the current catalogue of 
Tassi, even in the case of canvas paintings, justifies 
the fact that the modern literature on him falls with-
in the purview of landscape painting studies, it is still 
possible to share the now historicised affirmation of 
Luigi Salerno that he, more than a painter of marinas 
and countries, harbours and galleons, “was essentially 
a prospect artist”, proposing with his buildings, often 
grafted in front of bodies of water, a solution that would 
also become a point of reference for Bergamo’s Viviano 
Codazzi. 
....
The canvas is in fact a new example of that “taste for 
perspective” already well-liked, well before Giuliano 
Battista Passeri’s biographer and still living the artist, 
by Giulio Mancini. On the strength of the Tuscan teach-
ings of Giulio Paris, with whom he collaborated in 1608 

 for the creation of the furnishings for the wedding of 
the heir to the throne Prince Cosimo to Magdalene of 
Austria; of the experience gained from his short stay 
in Genoa between 1605 and 1606; as well as of his 
friendship with Ludovico Cardi, known as the Cigoli, 
Tassi applied himself with particular commitment to the 
illusive architecture in mural representations, without, 
however, resorting to the use of mobile supports. 
....
The perfectly frontal perspective view of the canvas 
in question - in some ways analogous to previous 
forward-looking illusionistic perspectives, sometimes 
crossed on pillars, on the two short sides of the re-
claimed loggia on the ground floor in the casinos of 
Cardinal Alessandro Peretti Montalto in Bagnaia - fi-
nally finds, maybe twenty years later, in the paradoxi-
cal and mocking gallery of the Civic Museum of Prato, 
where the offer to Minerva of various paintings of the 
Tassi, among which we can see the View from Capito-
line Hill, from the point of view of the liberal arts entails 
a reversal of the values officially recognised as a his-
toric painting and a genre painting, according to the 
paradigm of the “opposite world”.
....
The analysis conducted so far suggests that the Per-
spective with the punishment of a vestal dates to per-
haps the more fruitful age of Agostino, from 1617 to 
1623, just before his landscapes in the Odescalchi pal-
ace, and then the frieze In dance hall of the Lancellotti 
palace in Coronari; a period in which he had not yet 
begun to accentuate the dramatic dynamism that, to-
wards 1630 and beyond, would have more and more 
accounted for the Tassi’s painting works, in keeping 
with the growing neo-Venetian taste based on Titian’s 
Baccanali with the filter of the young Poussin and with 
the influence of his supposed student Claude Lorrain, 
starting from 1627.
.....
 
(From the critical historical essay written by Antonio 
Vannugli)
12 October 2013



FRANCO POZZI
2016/2017

Post Tenebras Lucem Spero
Powder on glass 
35 x 50 cm
Photo by Gilberto Urbinati

The imperceptible design of Franco Pozzi, which 
brings together architectures and perspectives, is 
made through a sublimated technical process, which 
exploits the deposition of dust in a room, on the sur-
face of a piece of glass, through a template that was 
patiently carved by the author. 
Thus, the sign obtained is equivalent to the shapes 
that extracted from a sheet of paper, the same as the 
environmental dust, which masks the glass support. 
In the specific case, the architectural theme, which is 
here in dialogue with the painting attributed to Agosti-
no Tassi, almost creates a tautological short circuit, as 
it is the dust of a house, of an architecture, that draws 
an architecture.
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BERNARDO STROZZI, il Cappuccino 
(Genoa 1581/82 - Venice 1644)

Portrait of gentleman
Oil on canvas, 64 x 46 cm.
Milan, Giorgio Baratti Collection
 
The original painting is attributed to the painter Ber-
nardo Strozzi (1582/82-1644) from Genoa, whose 
chapter on portraiture is a subject that has been stud-
ied in depth only relatively recently by critics.
.... 
The layout of the half-bust portrait is part of one of 
the standard types used by il Cappuccino to depict 
his characters: full-length in the most important cases 
with an approach that takes into account international 
portraiture (including Titian and Tintoretto), but also 
of the novelties brought by Van Dyck to Genoa after 
1621 (see for example the Venetian Magistrate other-
wise known as Doge Pallavicino); three-quarters with 
the character sitting or standing, for other depictions 
of an official type, for which the same references ap-
ply (see the well-known series of Raggi portraits ex-
hibited at The Age of Rubens exhibition of 2004 or 
The doge Francesco Erizzo today in Vienna); finally, 
the half-bust portrait such as this one, whose tone is 
generally more colloquial and friendly, so much so as 
to lead us to think that it was intended for people with 
whom the painter had a direct personal relationship 
and that they might not necessarily be made on com-
mission but as a tribute from the painter to a friend.
An emblematic case to this effect is the Capuchin 
Friar, which is also painted on an abnormal support, 
cardboard, and probably made when the painter was 
still in the convent (brought to this writer’s attention: 
cfr. A. Orlando, Pietro Bellotti e dintorni, Milano 2007, 
cat. 8).
This work is indicative for understanding how, in these 
cases, Strozzi aims at depicting the naturalness and 
the likeness of the subject, without enriching the com-
position with further details which, in the case of Cap-
uchin Friar, are totally non-existent, with the monastic 
garment and the background barely touched upon. In 
the case of our portrait these details are painted yes, 
but without the same attention that the painter gives 
to the face and hair. The latter, a real demonstration of 
skill that only a great master can do, is done by distin-
guishing, but at the same time blending, the hair with 
dark background. A similarity can be found with the 
Portrait of a Gentleman held in the Carpio collection 
that I recently studied (for Carlo Orsi, 2015).
....

(From Anna Orlando’s historical and critical board)

Bibliography: unpublished



MASSIMO PULINI
2017

Temporal Alphabet 
(composition of 9 elements) R / portrait (detail)
Oil on glass, each 24 x 18 cm (39 x 33 cm with frame)

The composition of nine small works, painted on glass, 
is the result of a direct dialogue that Massimo Pulini in-
tends to establish with the ancient works on display. 
Between the ancient that becomes present and the 
reminiscent condition of today the Romagna artist 
uses much of his professional talent, between brush 
strokes and historical research.
Language and Painting blend on the same surface, 
probing temporal and sentimental depths, in the same 
way that an x-ray scans both bodies and paintings. 
The result is an unfinished alphabet of shapes and ico-
nologies, between a portrait of a youth by Bernardo 
Strozzi, a Mystic Wedding by Mondino, and seven oth-
er travel companions.



LUCA FORTE ZHUANG HONG YIXVII CENTURY XXI CENTURY 



LUCA FORTE 
(Naples about 1600 - ante 1670)

Still life with vase of flowers, lemons and stand 
with apples
Oil on canvas, 50 x 67 cm. 
Milan, Giorgio Baratti Collection

This original painting is surely one of the remarkable 
examples of the “nature posing” genre of Neapolitan 
Luca Forte’s activity, among the initiators and certainly 
the biggest exponent, together with Giavan Battista 
Recco, of the great tradition of still life in Naples in the 
17th century.
In fact, the composition in question presents, from the 
point of view of the exhibition of the objects, flowers 
and fruits presented here, all the qualities of objective 
rendering, due to the chromatic lights and shapes in 
the treatment of the individual real and natural ele-
ments, that characterise the original production of the 
painter around 1630, if not shortly before. This is now 
sufficiently documented by a series of paintings pre-
served in Italian and foreign public and private collec-
tions (a large documentation of these paintings can be 
found in the catalogue of the Neapolitan 17th Century 
Civilization Exhibition, presented in Naples in 1984-
1985, in the second volume of the monograph on Still 
Life in Italy, by F. Zeri and F. Porzio, edited by Electa 
in Milan in 1989 and in the catalogue of the exhibition 
Return to the Baroque, from Caravaggio to Vanvitelli , 
curated by myself and presented to Naples in 2009-
2010). In particular, the most closest links are with the 
Still life with a vase of flower, fruits and lemon held 
in a Neapolitan private collection (Naples 1984-85, I, 
p. 278, n. 2.90), with the Still life with tuber and crys-
tal cup of the Corsini Gallery in Rome (Ibidem p. 279, 
n.2.91, the depiction of the cup and crystal vase are 
identical to that of the painting in question) and, in par-
ticular, for the depiction of the apples, with the small 
octagon which, in keeping with the one depicting 
cherries, strawberries and high fruits, exhibited at the 
Museum of Capodimonte from the Museum of Duke of 
Martina in Naples (Ibidem p.281, no. 2.93 a-b).
The flowers, by contrast, are made with the same witty 
objectivity of other compositions by Luca Forte, who 
have been placed as critics at the beginning of the 
1630s: a period to which the canvas examined here 
probably also belongs.

Nicola Spinosa



ZHUANG HONG YI
2011

Untitled 7
Acrylic and rice paper painted on canvas 
100 x 100 cm

The Horror vacui is certainly a Western invention, 
but compositions by the Chinese artist Zhuang 
break this pattern, investigating accumulation 
and excess. An almost obsessive insistence of 
colour, shape, and material unfolds in his works, 
and in contrast a baroque painting seems sub-
tle. One of the most complex Still lifes by Luca 
Forte, that combines the floral theme with that of 
the metaphysical arrangement of a bowl of fruit, 
contrasts Zhuang’s cement, which exasperates 
the oriental practice of origami, joining it with the 
informalism that comes from our continent.
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