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Piazza Navona, fagade, 1653-5. Completed
1666 by other hands (Anderson)

74 Prancesco Borromini: Reme, S. Ivo della
Sapienza, 1642-s0. View from the court-
yard (Paolo Portoghesi)

75 Francesco Borromini: Rome, S. Ardrea delle
Fratte. Tower and dome, 1653-65 (Alinari)

76 () Francesco Borromini: Rome, S. Carlo alle
Quattro Fontane. Facade, 16657 (Alinari)

(B) Detail of Plate 76(4), with Antonio Ragei’s
statue of St Charles Borromeo (Alinari)

77 (a) Francesco Borromini: Rome, The Oratory
of StPhilip Neri. Facade, 1637-40 (Anderson)

(8) Francesco Borromini: Rome, Palazzo Fal-
conieri, 1646-9. River front (Anderson)

78 (a) Francesco Borromini: Rome, Collegio di
Propaganda Fide. Vaulting of the church
(Oscar Savio, Rome)

(8) Francesco Borromini: Rome, Collegio di
Propaganda Fide. Fagade, 1662 (Paolo
Portoghesi)

79 (A) Francesco Borromini: Rome, Collegio di
Propaganda Fide. Church, 16624 (Vasari e
Figlio, Rome)

(8) Francesca' Borromini: Rome, S. Maria dei
Sette Dolori, begun 16423 Interior. (Oscar
Savio, Rome)

80 (a) Pietro da Cortona: Rome (vicinity), Villa
del Pigneto, before 1630. Destroyed. En-
graving (Author's photograph)

(8) Pictro da Cortona: Rome (vicinity), Villa
del Pigncto, plan. Drawn by P. L. Ghezzi.
London, Sir Anthony Blunt (Author's photo-
graph)

81 (a) PietrodaCortona: Rome, $S. Martinae Luca,
1635-50. Dome, interior (Paolo Portoghesi)

(8) Pietro da Cortona: Rome, Palazzo Barberini.
Entrance to the theatre, . 1640 (Alinari)

82 Pietro da Cortona: Rome, SS. Martina e Luca,
1635-50. Fagade (Anderson)

83 Pietro da Cortona: Rome, S. Maria della Pace,
1656-7. Facade (Anderson)

84 (A) Pietro dz Cortona: Rome, SS. Martina e
Luca, 1635-50. Dome (Paolo Portoghesi)

(8) Pietro da Cortona: Rome, S. Carlo al Corso.
Dome, begun 1668 (From Magni, Il Barocco
a Roma)

85 Pietro da Cortona: Rome, SS. Martina ¢ Luca,
1635-50. Interior (G.E.N.)

86 (a) Pietro da Cortona: Rome, S, Maria in Via
Lata, Fagade, 1658—62 (Anderson)

(8) Pictro da Cortona: Rome, S. Maria in Via
Latza. Interior of portico (G.E.N.)

87 Pictro da Cortona: St Bibiana refuses to sacri-
fice to Idols, 1624—6. Fresco. Rome, S.
Bibiana (G.E.N.)

88 (a) Pietro da Cortona: The Rape of the Sabine
Women, ¢. 1629. Rome, Capitoline Museum
(Anderson)

(8) Piewro da Corrona: Xenophon's Sacrifice to
Diana, after 1653. Rome, Palazzo Barberini
(formerly) (Anderson)

89 Pietro da Cortona: Glorificaton of Urban
VII's Reign, 1633—9. Fresco. Rome, Palazzo
Barberini, Gran Salone (Anderson)

90 Pietro da Cortona: Florence, Palazzo Pitti, Sala
di Marte, 1646. Ceiling, Fresco (Alinari)

o1 (a) Pietro da Cortona: Florence, Palazzo Pitti,
Sala di Apollo, 1647. Stuccoes (Alinari)

(8) Pietro da Cortona: Florence, Palazzo Pitdi,
Sala di Giove, 1643-5. Stuccoes (Alinari)

92 Pietro da Cortona: The Trinity in Glory
(dome), 164751, and The Assumption of
the Virgin (apsc), 1655-60. Frescoes. Rome,
8. Maria in Vallicella (Alinari)

93 Andrea Sacchi: La Divina Sapicnza, 1629-33.
Fresco. Rome, Palazzo Barberini (G.E.N.)

94 () Andrea Sacchi: St Gregory and the Miracle
of the Corporal, 1625~7. Rome, Vatican
Pinacoteca (Anderson)

(8) Andrea Sacchi: The Vision of St Romuald,
¢. 1631. Rome, Vatican Pinacoleca {Andcrson)

95 (a) Alessandro Algardi: St Mary Magdalen, c.
1628, Stucco. Rome, S. Silvestro al Quirinale
(Alinar)

() Francesco Duquesnoy: St Susanna, 1629-33.
Rome, S. Maria di Lereto (G.F.N.)

96 () Alesandro Algardi: Bust of Cardinal Lau-
divio Zacchia, 1626 (7). Berlin, Staatliche
Museen (Staatliche Museen)

() Alessandro Algardi: Bust of Camillo (?)
Pamphili, after 1644. Rome, Palazzo Doria
(Alinari) )

97 (a) Alessandro Algardi: Tomb of Leo XI, 1634
44. Rome, St Peter’s (Alinari)

(B) Pietro Stefano Monnot: Tomb of Innocent
XI, 1697-1704. Rome, St Peter’s (Anderson)
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98 Alessandro Algardi: The Meeting of Pope Leo |
and Attla, 1646-53. Rome, St Peler's
99 Alessandro Algardi: The Decapitation of St
Paul, 1641=7. Bologna, S. Paolo {Alinari)
100 Francesco Duquesnoy: St Susanna, 1620-33.
Detail. Rome, S. Maria di Loreto (Anderson)
101 Francesco Duquesnoy: St Andrew, 1620-40.
Rome, St Peter’s (Anderson)
102 (A) Francesco Duquesnoy: A Putto from the
Andrien Vryburch Tomb, 1629. Rome, S.
Maria dell’ Anima (G.E.N.)

(B) Francesco Duguesnoy: A Putto, after 1630.
Bronze. London, Victoria and Albert Museum
(Victoria and Albert Museum)

() Francesco Duquesnoy: Putto Frieze, 1640~
2. Terracotta model for SS. Apostoli
(Naples). Formerly Berlin, Deutsches Museum
(Berlin Museum)

103 Francesco Duquesnoy: Tomb of Ferdinand
van den Eynde, 1633-40. Rome, S. Maria
dell' Anima (G.E.N.)

104 (a) Carlo Rainaldi: Rome, S. Maria in Campi-
telli. Project, 1662. S. Maria in Campi-
telli (Foto Vasari, Rome; author’s copy-

right)

(8) Carlo Rainaldi: Rome, S. Maria in Campi-
telli, 1663—7. Interior (Marburg)

105 Carlo Rainaldi: Rome, S. Maria in Campitelli,
1663~7. Fagade (Marburg)

106 () Carlo Maderno and Carlo Rainaldi: Rome,
S. Andrea della Valle. Facade, 1624-9,
1661-5 (Marburg)

(8) Martino Longhi the Younger: Rome, SS.
Vincenzo ed Anastasio, facade, 164650
(Anderson)

107 Carlo Rainaldi and Gianlorenzo Bernini:
Rome, Piazza del Popolo. S. Maria di
Monte Santo and S. Maria de’ Miracoli,
1662~79 (Alinari)

108 (A) Giovan Antonio de’ Rossi: Rome, Palazzo
D’Aste-Bonaparte, 1658-¢. 1665 (Alinari)

(B) Baldassare Longhena: Venice, Palazzo
Pesaro, 1652 f9-1710 (Alinari)

109 Baldassare Longhena: Venice, S, Maria della
Salute, begun 1631. View towards the high
altar (Osvaldo Béhm)

110 Baldassare Longhena: Venice, S. Maria della
Salute, begun 1631 (Alinari)

111 (a) Baldassare Longhena: Venice, S. Maria
della Salute. View into the dome (Giorgio
Cini Foundation)

(B) Baldassare Longhena: Venice, S. Maria
della Salute. View towards the chapels
(Giorgio Cini Foundation)

(c) Baldassare Longhena: Venice, Monastery
of 8. Giorgio Maggiore. Staircase, 1643—5
(Giorgio Cini Foundation)

112 (a) Gherardo Silvani: Florence, 5. Gaetano.
Fagade, 1645 (Brogi)

(8) Cosimo Fanzago: MNaples, S. Martino.
Cloisters, detail, ¢. 1630 (Alinari)

113 () Andrea Bolgi: St Helena, 1620-39. Rome,
St Peter's (Anderson)

(8) Melchiorre Caffa: St Thomas of Villanova
distributing Alms, 1661. Terracotta model,
La Valleita, Museum (Author’s photograph)

114 Melchiorre Caffa: The Ecstasy of St Catherine,
finished 1667. Rome, S. Caterina da Siena
a Monte Magnanapoli (G.E.N.)

115 Ercole Ferrata: The Stoning of S. Emeren-
ziana, begun 1660 (finished by Leonardo
Retti, 1689-1700). Rome, S. Agnese in Piaz~
za Navona (Anderson)

116 (&) Antonio Raggi: The Death of St Cecilia,
1660-7. Detail. Rome, S, Agnese in Piazza
Navona (Alinari)

(B) Antonio Raggi: Allegorical Figures, 1669~
83. Rome, Gesi, clerestory of nave (Anderson)

117 (a) Giuliano Finelli: Tomb of Cardinal Giulio
Antonio Santorio, after 1630. Reme, S.
Giovanni in Laterane (Anderson)

(8) Gianlorenzo Bernini: Gabriele Fonseca, c.
1668—75. Rome, 8. Lorenzo im Lucina
(Leonard von Matt)

118 (a) Domenico Guidi: Lamentation over the
Body of Christ, 1667-76. Rome, Cappella
Monge di Pietd (G.FN.)

(8) Francesco Aprile: Model for the tombs of
Pietro and Francesco Bolognetd, after
1675. London, Victoria and Albere Museim
(Victoria and Albert Museum)

119 (a) Ercole Ferrata: St Agnes on the Pyre,
1660. Rome, S. Agnese in Piazza Navona

() Cosimo Fancelli: The Angel with the
Sudary, 1668—9. Rome, Ponte S. Angelo (R.
Moscioni)

120 Giovan Battsta Gaulli: Head of an Angel,
after 1679, Fresco. Detail. Rome, Gest, apse
(GEN.)

121 (A) Salvator Rosa: The Temptation of St
Anthony, ¢. 1645-9. Florence, Palazzo Pitti
(Soprintendenza, Florence)
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(8) Giovanni Battista Salvi, il Sassoferrato:
The Virgin of the Annunciation, ¢. 1640~
50. Detail. Casperia (Rieti), S. Maria Nuova
(GEN)

122 (A) Pier Francesco Mola: Joseph making him-
self known to his Brethren, 1657. Fresco.
Rome, Palazzo del Quirinale, Gallery
(GEN)

(8) Salvator Rosa: Landscape with the Finding
of Moses, ¢. 1650. Detroit, Institute of Ar
(Detroit Institute of Art)

123 (a) Pietro Testa: Allegory of Reason, 1640-50.
Erching

(B) Giovanni Benedetto Castiglione: The
Genius of Castiglione, 1648. Etching

124 Francesco Cozza: Apotheosis of Casa Pam-
phili, 1667-73. Fresco. Rome, Palazzo Pam-
phili in Piazza Navona, Library (G.F.N.)

125 Giovan Bartista Gaulli: Adoration of the Name
of Jesus, 1674-9. Fresco. Rome, Gesi, ceiling
of nave (Alinari)

126 Domenico Maria Canuti and Enrico Haffner:
Apotheosis of St Dominic, 1674-5. Fresco,
Rome, §S. Domenico ¢ Sisto (G.F.N.)

127 Giovanni Coli and Filippo Gherardi: The
Battle of Lepanto, 1675-8. Fresco. Rome,
Palazzc Colenna, Gallery (G.E.N.)

128 Carlo Maratti: The Triumph of Clemency,
after 1673. Fresco, Rome, Palazzo Altieri,
Great Hall (G.EN.)

129 Andrea Pezzo: Allegory of the Missionary
Work of the Jesuits, 1691—4. Fresco. Rome,
S. Ignazio, ceiling of nave (Alinari)

130 (A) Carlo Maratti: Virgin and Child with St
Francis and St James, 1687. Rote, S. Maria
di Montesanto (GF.N.)

() Giambattista Langetti: Magdalen under the
Cross, after 1650. Venice, Palazzo Rezzon-
ico, from Le Terese

131 (a) Morazzone: St Francis in Ecstasy, ¢. 1615,
Milan, Brera (Alinar)

() Francesco del Cairo: St Francis in Ecstasy,
¢. 1630. Milan, Museo del Castello Sforzesco

(Alinari)

132 Gioacchino Assereto: The Supper at Emmaus,
after 1630, Genoa, Private Collection
(Alinari)

133 Carlo Dolci: Portrait of Fra Ainolfo de
Bardi, 1632. Florence, Palazzo Pitti (Brogi)
134 () Cecco Bravo: Apollo and Daphne, ¢. 1650.
Ravenna, Pinacoteca (Alinari)
(8) Sebastisno Mazzeni: Annunciation, ¢
1650, Venice, Accademia (Alinari)

135 (a) Simone Cantarini: Portrait of Guido Reni,
¢. '1640. Bologna, Pinacoteca (Alinari)

(8) Francesco Furini: Faith, ¢. 1635. Florence,
Palazzo Pitii (Alinari)

136 (A) Francesco Maffei: Parable of the Workers
in the Vineyard, . 1650. Verona, Museo di
Castelvecchio (Alinari)

(8) Valerio Castello: Rape of the Sabines, c.
1655. Genoa, Coll. Duca Nicola de Ferrari
(Soprintendenza, Genoa)

137 (A) Giulio Carpioni: Bacchanal, before 1650.
Columbia, South Carolina, Museum of Art
(Kress Foundation)

(8) Antonio Molinari: Fight of Centaurs and
Lapiths, ¢. 1698. Venice, Palazzo Rezzonico
(Foto Cacco, Venice)

138 Artemisia Gentileschi: Judich slaying Holo-
fernes, ¢. 1620, Florence, Uffizi (Alinari)

139 Giovanni Battista Caracciolo: Liberation of St
Peter, 1608-9. Naples, Chiesa del Monte
della Misericordia (Alinari)

140 (A) Massimo Stanzioni: Virgin with St John
the Evangelist and St Andrea Corsini,
c. 1640. Naples, S. Paolo Maggiore
(Alinari)

(8) Bernardo Cavallino: The Immacolata, c.
1650. Milan, Brera (Alinan)

141 (A) Mattia Preti: The Plague of 1656. Naples,
Museo Nazionale (Alinari)

() Gregorio de Ferrari: Death of St Scolastica,
¢. 1700. Genea, 8. Stefano (Soprintendenza,
Genoa)

142 (a) Angelo Michele Colonna and Agostino
Mitelli: Quadratura frescoes, 1641, Florence,
Palazzo Pitt, Museo degli Argenti, third
room (Alinari)

(8) Gregorio de Ferrari: Decorative Frescocs,
1684. Detail. Genoa, Palazzo Balbi-Grap-
pallo, Sala delle Rovine (Soprintendenza,
Genoa)

143 (A) Giovanni Battista Ruoppolo: Still life, late
seventeenth century. Naples, Museo di San
Martine (Alinari)

(8) Evaristo Baschenis: Stll life, after 1650.
Brussels, Musée des Beaux Arts (Alinari)

144 (a) Carlo Fontana: Rome, S. Marcello.
Fagade, 1682-3. Detail (Alinari)

(8) Gabriele Valvassori: Rome, Palazzo Doria-
Pamphili, 1730-5. Detail (Alinari)

145 Francesco de Sanctis: Rome, the Spanish
Staircase, 1723-6 (Alinari)

146 (a) Ferdinando Fuga: Rome, Palazzo della
Consulta, 1732~7 (Alinari)
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(8) Giorgio Massari: Venice, Palazzo Grassi,
1749 ff. (Alinari)
147 () Cremona, Pala.zzo Stanga, early eighteenth
(8) Francesco Maria Preti: Stra, Villa Pisani,
1735-56 (Osvaldo Bihm)

148 Carlo Maderno: Rome, St Peter’s. Facade,
1605-13. Detail (Alinari)

120 Alessandro Galilei: Rome, S. Giovanni in
Laterano. Facade, 1733-6. Detail (Alinari)

250 (4) Andrea Tirali: Venice, S. Nicold da
Tolentino. Fagade, 1706-14 (Alinari)

(8) Giorgio Massari: Venice, Chiesa dei
Gesuati, 172643 (Osvaldo Bohm)

151 (a) Giovanni Antonio Scalfarotro: Venice, SS.

Simeone e Giuda, 171838 (Osvaldo Béhm)

(8) Luigi Vanvitelli: Caserta, former Royal
Palace, begun 1752, Detail of fagade
(Alinari)

152 (4) Giambartista Piacentini: Bologna, Palazzo
di Giustizia, Staircase hall, 1695 (Alinari)

() Antonio Arrighi: Cremona, Palazzo Dati.
Staircase hall, 1760 (Alinari)

253 (a) Ferdinando Sanfelice: Naples, Palazzo San-
felice. Staircase, 1728 (Author’s photo-
graph)

(8) Luigi Vanvitelli: Caserta, former Royal
Palace, begun 1752. Staircase (Alinari)

254 (&) Guarino Guarini: Messina, Church of the
Somascian Order, Project, 1660(7). En-
graving {rom Architettura civile, 1737

(8) Guarino Guarini: Paris, Sainte-Anne-la-
Royale, begun 1662. Destroyed. Section
from Architettura civile, 1737

255 () Guarino Guarini: Turin, Cappella SS. Sin-
done, 1667-90. Section from Architettura
civile, 1737

(8) Guarino Guarini: Turin, Cappella SS. Sin-
done, 1667-90. Exterior of dome {Alinari)

156 Guarino Guarini: Tuarin, Cappella 8S. Sindone,
1667-g0. View into dome (James Austin)

157 Guarino Guarini: Turin, S. Lorenzo, 1668-87.
View into main dome and dome of the
presbytery (from G. M. Crepaldi, La Real
Chiesa di San Lorenzo in Torino, published
by Rotocalco Dagnino, Via Giuria 20,
Turin)

158 Guarino Guarini: Turin, 5. Lorenzo, 1668-87.
View of the interior (James Austin)

159 (a) Filippo Juvarra: Turin, Palazzo Madama,
1718-21. Fagade (Anderson)

(8) Filippo Juvarra: Stupinigi, Castle, 1729-33

160 Filippo Juvarra: Superga near Turin, 1717-31
(Alinari)

161 () Filippo Juvarra: Turin, Chiesa del Car-
mine, 1732~5. View towards altar (Vitrorio
Viale, Turin)

() thppojuvam Stupinigi, Castle, 1729~33.
Great Hall (Alinari)

162 (A) Bernardo Vittone: Vallinotto near Cari-
gnano, Sanctuary, 1738-9. Sectionand plan.
Engraving (Author’s photograph)

() Bernardo Vittone: Brd, S. Chiara, 1742.
Elevation, section, and plan. Engraving
(Author's photograph)

163 (&) Bernardo Vittone: Vallinotto near Cari-
gnano. Sanctuary, 1738-9 (Author’s photo-
graph)

(8) Bernardo Virtone: Vallinotto. Sanctuary,
view into dome (Prof. Paolo Portoghesi)

164 (A) Bernardo Virtone: Brd, S. Chiara, 1742.
View into vaulting (Prof. Paoclo Porto-
ghesi)

(8) Bernardo Vittone: Villanova di Mondovi,
S. Croce, 1755. View 'into vaulting
(Prof. Paolo Portoghesi)

165 (a) Pierre Legros the Younger: St Louis Gon-
zaga in Glory, 1698-9. Rome, 8. Ignazio
(Alinari)

(8) Michelangelo Slodtz: St Bruno, 1744.
Rome, St Peter's (Anderson)

166 (a) Giuseppe Mazzuoli: Angels carrying the
Ciberiam, ¢. 1700. Stena, S. Martino

(8) Agostino Cornacchini: The Guardian
Angel, 1729. Orvieto, Cathedral (Raffaclli-
Armoni; author’s copyright)

167 (a) Filippo Carcani: Stucco decoration, .
1685. Rome, S. Gievanni in Laterano, Cap-
pella Lancellosi (Alinari)

(8) Filippo Parodi: Tomb of Bishop Francesco
Morosini, 1678. Detail. Venice, S. Nicold
da Tolentino (Osvaldo Béhm)

168 Camillo Rusconi: St Matthew, 1713-15.
Rome, S. Giovanni in Laterano (Anderson)

160 Filippo della Valle: Temperance, ¢ 1735.
Roime, S. Giovanni in Laterano, Qappella
Corsini (Anderson)

170 Nicola Salvi: Rome, Fontana Trevi, 173262
(Andersen)

171 Luigi Vanvitelli: Caserta, Castle. The great
cascade, ¢. 1776 (Alinari)

172 (4) Giovanni Battista Maini: Monument to
Cardinal Neri Corsini, 1732-5. Rome, S.
Giovanni in Laterano, Cappella Corsini
(Anderson)
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() Camillo Rusconi: Tomb of Gregory XIII,
1719-25. Rome, St Peter's (Anderson)

173 (A) Filippo della Valle: Tomb of Innocent XII,
1746. Rome, St Peter’s (Anderson)

(8) Pietro Bracci and others: Tamb of Bene-
dict XTI, 1734. Rome, S. Maria sopra
Minerva (Anderson)

174 (a) Pietro Bracci: Tomb of Cardinal Carlo
Leopoldo Calcagnini, 1746. Rome, S.
Andrea delle Fratte (Warburg Institure)

(8) Bernardo Cametti: Tomb of Giovan An-
drea Giuseppe Mut, 1725. Rome, S. Mar-
cello (Alinari)

175 (A) Giovanni Battista Foggini: The Mass of S.
Andrea Corsini, 1685-91, Florence, Chiesa
del Carmine (Brogi)

(8) Giuseppe Mazza: St Dominic baptizing,
¢. 1720. Venice, 8S. Giovanni e Paolo
(Alinari)

176 (A)Josse de Corte: Atlas from the Morosini
Monument, 1676. Venice, S. Clemente all’
Isola (Osvaldo Bdhm)

() Josse de Corte: The Queen of Heaven ex-
pelling the Plague, 1670. Venice, S. Maria
della Salute, high altar (Anderson)

177 (a) Antonio Corradini: Virginity, 1721. Venice,
S. Maria del Carmine (Fiorentini-Venezia)

(8} Gioyanni Marchiori: David, 1743. Venice,
8. Roceo (Anderson)

178 Francesco Queirolo: Allegory of “Deception
Unmasked', after 1750. Naples, Cappella
Sansevero de’ Sangri (Alinari)

179 Giacomo Serpotta: Courage, 1714-17. Palermo,
S. Domenico, Oratorio del Rosario (Alinari)

180 (a) Luca Giordano: Triumph of Judith, 1704.
Fresco. Naples, S. Martino, Cappella del
Tesoro (Alinari)

(8) Luca Giordano: Pluto and Proserpina. Oil
study for the Gallery of the Palazzo Medici-
Riceardi, 1682, London, D. Mahon Collect-
ion (Denis Mahon)

181 Francesco Solimena: The Fall of Simon
Magus, 1690, Fresco. Naples, S. Paolo
Maggiore (Alinari)

182 (2) Sebastiano Conca: The Crowning of St
Cecilia, 1725. Fresco. Rome, S. Cecilia
(Anderson)

(8) Corrado Giaquinto: Minerva presenting
Spain to Jupiter and Juno. Oil sketch for a
ceiling, ¢ 1751, now in the Palazzo San-
severino, Rome, London, National Gallery
(Reproduced by permission of the Trustees,
the National Gallery, London)

183 () Marco Benefial: Transfiguration, ¢. 1730.
Vetralla, S. Andrea (G.F.N.)

(3) Pompeo Batoni: Education of Achilles,
1746, Florence, Uffizi (Alinari)

184 (a) Alessandro Gherardini: The Dream of St
Romuald, 1709. Presco. Florence, S. Maria
degli Angeli (now Circolo della Meridiana)
(Soprintendenza, Florence)

() Donato Creti: Sigismonda (), ¢ 1740.
Bologna, Comune (A. Villani & Figli)

185 Giuseppe Maria Crespi: The Queen of
Bohemia confessing to St John Nepomuc,
1743. Turin, Pinacoteca ( Alinari)

186 Alessandro Magnasco: The Synagogue, c.
1725-30. Cleveland, Museum of Art (Cleve-
land Museum of Ast)

187 (a) Giuscppe Bazzani: The Imbecile (frag-
ment?), ¢. 1740. Columbia, University of
Missouri, Museum of Art and Archaeology
(National Gallery of Art, Washington,
Samuel H. Kress Collection)

(8) Sebastiano and Marco Ricci: Epitaph for
Admiral Shovel, ¢ 1726. Washington,
National Gallery (National Gallery of Axt,
Woashington, Samuel H. Kress Collec-
tion)

188 Sehastiano Ricci: Hercules and the Centaur,
1706-7. Bresco. Florence, Palazzo Marucelli
(Soprintendenza, Florence)

189 Gievanni Battista Piazzetta: The Virgin ap-
pearing to St Philip Neri, 1725-7. Venice,
S. Maria della Fava (Alinari)

100 Federico Bencovich: Madonna del Car-
mine, ¢. 1710. Bergantino, Parish Church
(Alinaci)

191 (A) Antonio Balestra: Nativity, 1704-5. Venice,
8. Zacearia (Alinari)

(8) Giambettino Cignaroli: The Death of
Rachel, 1770, Venice, Accademia (Alinari)

19z Giambattista Tiepolo: Sacrifice of Iphigenia,
1757. Fresco. Vicenza, Villa Valmarana
(Rodolfo Pallucchini)

193 (4) Giambattista Tiepolo: Head from ‘Rinaldo
and Armida’, 1757. Fresco. Vicenza, Villa
Valmarana (Rodolfo Pallucchini)

(») Gian Domenico Tiepolo: Peasant Women
{detail), 1757. Fresco. Vicenza, Villa Val-
marana (Rodolfo Pallucchini)

194 (a) Giambattista Ticpolo: Plate from the
Varj Cappricj, published 1749. Etching

(s) Giambattista Tiepolo: Sketch, pen and
wash. New York, Pierpont Morgan Library
(The Picrpont Morgan Library)




. Guuseppe  Ghislandi: Portrait of Isabella
Camozzi De’ Gherardi, ¢. 1730. Costa di
Mezzate, Bergamo, Conti Camozzi-Vertosa
Collection: (Alinari)

% (a) Giacomo Ceruti: Two Wretches, ¢, 1730~

40. Brescia, Pinacoteca (Alinari)

1769. Venize, Brass Collection (Alinari)
€. 1705, Bologna, Pinacoteza (A. Villani &

Figli)
(8) Pictro i: The House Concert, c.
"~ 1750. Milan, Brera (Alinari)
(&) Giuseppe Bibicna: Engraving from Archi-
tetture e Prospettive. Augsburg, 1740 (Metro-
politan Museum of Art)

(8) Gaspare Traversi: A wounded Man, before
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(8) Giovanni Battista Piranesi: Plate from the
Carceri, 1745. Etching (Metropolitan
Museum of Art)

199 () Gian Paolo Pannini: Piazza del Quirin-
ale, ¢ 1743. Rome, Quirinal Palace
Alinas:

(Alinari)

(8) Canaletto: Piazza S. Marco, ¢ 1760.
London, National Gallery (Reproduced by
permission of the Trustees, the National
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Rudolf Wittkower died 11 October 1971

THIS page is an editor’s obituary appreciation of an author, but it is also the farewell to a

The public events are easily recorded: born in Berlin 1901, studies at the universities of Berlin
and Munich, assistant and then research fellow at the Bibliotheca Hertziana in Rome, one of the
swo German centres of research into the history of art. After that, lecturer at Cologne University
2932-3, a move to London, work at the Warburg Institute as co-editor of the Journal of the
Eustitute, and, with Fritz Saxl, on the atlas called British Art and the Mediterranean, a
publication which opened many English eyes to the intricate pattern of Italian sources of English
&t and architecture. Then chair of art history at University College, London, 1949-56, and
«hairman of the Department of Art History and Archaeology at Columbia University, New
York. He retired from Columbia in 1969, but not from ceaseless work: he went on to serve
&= Kress Professor in Residence at the National Gallery, Washington, and as Slade Professor
= Cambridge, and his countless later activities included the unbelievably thoroughgoing revision
of the present volume for this edition, leaving no stone of recent research unturned.

Wittkower's principal fields were the Ttalian Baroque and the architecture of the sixteenth
estury in Italy and the eighteenth in England. Fully to realize the range of his publications
e has to go to the list at the end of the monumental two-volume Festschrift which his friends
and pupils presented to him in 1967: Michelangelo Bibliography (with Ernst Steinmanmn)
2927, Bernini's Drawings (with H. Brauer) 1931, the dome of St Peter’s and papers on
Michelangelo’s Laurenziana Library 19334, Architectural Principles in the Age of Humanism
2949, the first edition of the present volume 1958, the Phaidon Bernini 1966. The published
% of papers in journals adds up to over a hundred and fifty. Yet their standard of scholarship
%= consistently of the highest.

Wittkower was a born teacher, devoted to his students and for that reason demanding. But
s was not a dry-as-dust erudition; he could inspire young artists — for his chair at University
College meant the teaching of the students at the Slade School — and perhaps even more young
architects. It can safely be said that scores have profited from, and been inspired by, his Archi-
sectural Principles in the Age of Humanism and its lesson of the importance of consistent
modular relations. No other book on a subject of architectural history written by scholars of his
generation has had such a creative effect on men in practice. No wonder that when Wittkower
ad settled down in New York he succeeded in a few years in making his department the most
Evely and the most respected in America.

Rudi Wittkower was a big man physically as well as in his warmth, kindness, and gen-
exosity to students as well as to colleagues and friends; his loss to them and to scholarship is
smmeasurable.



FOREWORD

Ix all fairness, I feel the reader should be warned of what he will not find in this book. Such a
first sentence may be psychologically umwise, but it is morally sound. I am concerned with the
Izalian Baroque period in the widest sense, but not with the European phenomenon of Neo-
classicism. Thus Winckelmann and his circle as well as the Italian artists who followed his pre-
eepts fall outside the scope of my work. Nor will the struggle between the supporters of Greece
and those of Rome be reported, a battle that was joined in the 17505 from Scotland to Rome and
which Piranesi took such an active part. In addition, little or next to nothing will be said about
the festive life of the period: the Barogue stage and theatre, and the sumptuous decorations in
easily perishable materials put up on special occasions often by first-rate artists. Finally, the
development of the garden, of town-planning, and of interior decoration could hardly be touched
upon, though I am only too well aware that all this is particularly relevant for a comprehensive
picture of the Baroque age. My aim is narrower, but perhaps even more ambitious. Instead of
saying little about many things, I attempted to say something about a few things, and so
concerned myself only with the history of painting, sculpture, and architecture.

Even so, the subject and the space at my disposal dictated severe limitations with which the
reader may want to be acquainted before turning to the pages of this book. It was necessary to
prune the garden of history not only of dead but, alas, also of much living wood. In doing this, I
availed myself of the historian’s right and duty to submit to his readers his own vision of the past.
1 tried to give a bird's-eye view, and no more, of the whole panorama and reserved a detailed dis-
aussion for those works of art and architecture which, owing to their intrinsic merit and historical
smportance, appear to be in a special class. Intrinsic merit and historical importance — these
motions may be regarded as dangerous measuring rods, and not every reader may subscribe to
sy opinions: yet history degenerates info chronicle if the author shuns the dangers of implicit and
explicit judgements of quality and value.

At this point I make bold to express a view which may be unpopular with some students of the
Izalian Baroque. Excepting the beginning and the end of the period underreview, i.e. Caravaggio,
the Carracci, and Tiepolo, the history of painting would seem less important than that of the
other arts and often indeed has no more than strictly limited interest — an ideal hunting-ground
for specialists and *attributionists’. This fact has been somewhat obscured by the great mass of
waluable research made during the last forty years in the field of Italian Baroque painting at the
expense of studies in the history of architecture and sculpture. Roughly from the second quarter
of the seventeenth century on, the wmost signal developments in easel-painting lay outside Italy,
and Italian painters became the recipients rather than the instigators of new ideas. It is, however,
i conjunction with, and as an integral part of, architecture, sculpture, and decoration that
Italian painters of the Baroque made a vital and internationally significant contribution with
their large fresco cycles. The works without peer are Bernini’s statuary, Cortond’s architecture
and decoration, and Borromini’s buildings as well as those by Guarini, Juvarra, and Vittone.

XXV




FOREWORD

But it was Bernini, the greatest artist of the period, who with his poetical and visionary master-
pieces created perhaps the most sublime realization of the longings of his age.

Based on such considerations, I have placed the accents in the story that follows. Approxi-
mately one-fourth of the text is devoted to Bernini, Cortona, and Borromini; the chapter on
Bernini alone takes up over ten per cent of the book. Another ten per cent is concerned with
Caravaggio, the Carracci, and Tiepolo, while roughly the same space is given to Sacchi, Al-
gardi, Duquesnoy, and the great Piedmontese architects. This accounts for more than two-fifths
of the text. Since hundreds of artists, many of them of considerable stature, share between them
as much text as I have given to a mere dozen of the greatest, my narrative may be criticized as
lopsided. But I am prepared to accept the challenge. New and pregnant ideas have always been
few and far between. It is the origin, unfolding, and expansion of these ideas with which I am
here concerned. Their echo and transformation in the work of minor artists can be sketched with a
large brush.

My story begins with the anti-Mannerist tendencies which arose towards the end of the six-
teenth century in various Italian centres, and the curtain falls over the Barogue scene at different
places in different decades. If one postulates the year 1750 roughly as the water-shed between the
Late Baroque and Neo-classicism, it appears that the three main sections of this book comprise
spans of approximately thirty, sixty, and again sixty years. Two-fifths of the text have been
devoted to the two generations limited by the beginning and the end of Bernini’s career, since I
consider the Roman High Baroque of Bernini, Borromini, and Pietro da Cortona the most
exciting years of the century and a half under review and one of the most creative periods of the
whole history of Italian art; the remaining three-fifths are equally divided between the first and
third parts. Some readers may regret that this disposition has resulted in an all too brief discussion
of eighteenth-century painting, particularly of the Venetian School, but a fairly full treatment
would in any case have gone far beyond the space at my disposal; also I believe that the structure
I wanted to give the book justified and even demanded this brevity.

For the main divisions of the whole period I have used the terms, by now well established, of
Early, High, and Late Baroque. Only recently have we been reminded* that such terminological
barricades contain fallacies apt to mislead the author as well as his public. Yet no historical narra-
tive is possible without some form of organization, and though the traditional terminology may
have — and indeed has — serious shortcomings, it conveniently and sensibly suggests chronological
caesuras during one hundred and fifty years of history. If we accept * Baroque® — like *Gothic’
and * Renaissance” — as a generic term and take it to cover the most diverse tendencies between
roughly 1600 and 1750, it will yet be seen in the text of the book that the subdivisions * Early’,
“High', and * Late’ indicate real historical caesuras; but it became necessary to expand the * pri-
mary’ terminology by such terms as ‘transitional style’, ‘ High’ and * Late Baroque classicism’,
“archaizing classicism’, ‘ crypto-romanticism’, “Italian Rococo’, and *classicist Rococo’, all of
which will be explained in their proper place.

I dictated a rough draft of large parts of the manuscript in the summer of 1950. Most of my
spare time in the following seven years was given to elaborating, revising, and completing the
work. The manuscript reached the editor in batches from the beginning of 1956 on; by the summer
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of 1957 almost the entire text had been dispatched. I mention these facts because they explain
why recent research is not so fully incorporated as I should have liked. Since new and often im-
portant results appear in an uninterrupted stream, it was virtually impossible to keep the older
chapters of the manuscript permanently up to date. I have attempted, however, to incorporate in
the Notes all the major publications until the autumn of 1957.

It is not possible to mention all the names of friends and colleagues who answered my in-
quiries. I am particularly indebted to Peggy Martin, Sheila Somers, and St John Gore, through
whose assistance the manuscript made progress at a difficult period. Paolo Portoghesi and G. E.
Kidder Smith allowed me to use some beautiful photographs. Howard Hibbard helped with the
search for, and supply of, illustrations. In addition, I am greatly indebted to him for many
corrections of facts and for allowing me to use some of the results of his researches in the
Borghese archive. Philip Pouncey and Henry Millon emended some errors at proof stage. My
gratitude goes above all to Ilaria Toesca and Italo Faldi, who year after year put their time and
resources unflinchingly at my disposal. T am deeply grateful for what they have done for me by
correspondence and during my regular visits to Rome. Milton J. Lewine took upon himself the
self-denying task of reading one set of proofs. Ever watchful and scrupulously conscientious, he
covered the galleys with comment; his many constructive suggestions as to content and style
considerably improved my final text.

The book was prepared and written mainly with the resources of the Warburg Institute and the
Witt Library (Courtauld Institute), London; the Bibliotheca Hertziana, Rome; the German
Art Historical Institute, Florence; and the Avery Library, Columbia University, New York.
Twish to put on record that without the loyal support of the directors and staffs of these excellent
institutions the work could never have been finished in its present form.

Finally, I have to thank the editor, Nikolaus Pevsner, not only for constant advice and en-
couragement, but also for his infinite patience. Whenever my own spirit began to flag, the thought

sustained me of how much easier it was to be an author than an editor.
R.W.
New York, December 1957

FOREWORD TO THE SECOND EDITION

IN the five and a half years since the appearance of the first edition of this book Italian Barogue
studies have taken immense strides forward. Many key figures had then lacked modern mono-
graphs but this deficiency has now been partly overcome. Arisi’s Panini, Bologna’s Solimena,
Briganti’s Cortona, Constable’s Canaletto, D’Orsi’s Giaquinto, Enggass’s Baciccio, and
Morassi’s Tiepolo indicate the breadth and importance of the research concluded in the inter-
vening period. Moreover, minor masters such as Carneo, Carpioni, Cecco Bravo, and Petrini
have recently found biographers. Exhibitions from the Venetian and Bolognese Seicento to the
splendid Baroque Exhibition in Turin have brought together, sifted, and submitted to scholarly
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discussion an enormous mass of new material. One-man shows, often accompanied by bulky and
monographic catalogues, have helped to clarify the ceuvre and development of Cerano, Cigoli,
Morazzone, Pellegrini, Pianca, Marco Ricci, Tanzio, and others. Scores of papers, many of
them written by a rising generation of intensely active, perspicacious, and devoted scholars —
among whom I gratefully name Borea, A. M. Clark, Ewald, Griseri, Hibbard, Honour,
Noehles, Posner, and Vitzthum — have helped to correct old misconceptions and to expand the
confines of our knowledge. In a word, much of the groundwork for the book which I rashly
undertook to write years ago has only in the last half decade been laid by the concerted endeavour
of many scholars.

Confronted with this situation, I felt tempted to recast some of the old chapters. In the end, I
decided against such a course, because I had regarded it as my primary task to submit a coherent
historical vision of the entire period and, despite all the valuable work done in recent years, dis-
missed the need for a change or disruption of the original structure of the book. Nevertheless, a
great many errors have been amended in the text, and facts, ideas, and judgements have been
brought in line with new results wherever and whenever I found them convincing.

The bulk of the new research has been incorporated in the Notes, to which I have added
about 15,000 words. In addition, the Bibliography has been brought up-to-date (until summer,
1964); in some cases I have listed weak and unsatisfactory writings for the so le purpose of saving
time to students who might otherwise be misled by a promising title.

The reception of the first edition has been favourable beyond expectation. If the test of an

 author’s success lies in the extent to which his ideas percolate and becorne, acknowledged as well
as unacknowledged, common property, I have no reason o be dissatisfied. I hope that the con-
siderably increased critical apparatus will make the book even more useful. But, as before, the
text is meant to stand on its own and be perused by those who want to read a coherent narrative
rather than use a textbook, without the constant and irritating turning of pages to the back of the
book.

It only remains to thank the many friends who helped me with comments and corrections.
Among them Julius Held and Howard Hibbard should be specially mentiored; their vigi lant eye
caught a number of blatant errors.

Judy Nairn watched over the new edition as she did over the old. Her whole-hearted co-
operation spurred me to action. She also took upon herself the unenviable task of compiling
a new and fuller index.

Florence, August 1964 R W.

FOREWORD TO THE THIRD EDITION

IN some fields of the history of art and especially in the field of Barogue studies research has
made and is making such giant steps forward that a book first vaguely envisaged more than a
generation ago and written in the 19505 can only survive if the process of bringing it up fo date
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or ceases. Once again, however, I had to abandon the temptation of recasting whole chapters
 the text of the book and had to restrict myself to a few extensive and a vast number of minor
wrections. The bulk of the new critical material; covering mainly the period between the spring
o 1964 and the spring of 1971, has been incorporated in the notes and the bibliography. Both
wotes and bibliography have grown very considerably and have reached a size that, in my view,
ould niot be transgressed. Even so, it was ;‘mposs_ffile (mor was it my intention) to aim at any-
g approaching completeness. The selection of the material newly incorporated in this edition
‘s dictated not only by the importance of contributions, but also by my own interests and reading
city. Moreover, I have to admit frankly that some fine studies may never have come to my
woledge. Thus I have to emphasize strongly that omission only rarely implies refutation.
Orce again, I have to point out that the notes and the bibliography supplement each other: a
et deal of bibliographical material only appears in the notes, while a good many works are
wiy mentioned in the bibliography, where I have often given fuller comments than in the pre-
sous editions. And once again I have to thank many friends who have helped me in one way or
“amather, given me the benefit of their criticism and corrected istakes. Among them I mention
asefully the names of Diane David, Howard Hibbard, C. Douglas Lewis Jr, Carla Lord,
Tad Marder, Jennifer Montagu, and Werner Oechslin.

dere La Vescina, Lucignano R. W.

‘ {Arezzo), June 1971
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