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TOMB GALLERY AND NORTH GALLERY

European Art from the late Middle Ages to the End of the Seventeenth Century

Byzantine, around 1000 [not in current installation]

Polycandelon

bronze

Gift of Charles Millard in honor of Litsa Tsitsera, 01.6

A polycandelon is a device for holding a number of small lamps, usually glass, which fit into the round openings in the flat disk. This one would have held nine lamps in a circle and possibly a tenth in the center. Hanging lamps of this type were frequently used in churches, and other surviving examples often incorporate religious symbols.

At first glance this openwork disk seems to be purely ornamental.  But the design, based on a series of threes, may be an allusion to the Christian doctrine that God is three persons in one: the Trinity. In addition, parts of the design seem to form the letters alpha []and omega [], the first and last letters of the Greek alphabet. These letters are equated with God in the Book of Revelation: “I am the Alpha and the Omega, the first and the last, the beginning and the end.” 

French, Abbey of Grandmont near Limoges

Christ on the Cross

gilt copper with inlaid enamel

about 1185

Ackland Fund

70.28.1

Flemish, Tournai?

The Virgin and Child

limestone with traces of paint, about 1430

Ackland Fund. Purchased in memory of William D. Carmichael, Jr. (1900 - 1961), 61.20.1

Although technically it is a relief, the sculpture is so deeply carved that it is almost free-standing. The unfinished back and sides of this sculpture show that it was originally set into the wall of a building. Similar carvings are a distinctive element in the decora​tion of the cathedral in the Flemish city of Tournai, where they are set into the walls of chapels and associated with tombs.

British, probably Nottingham

The Head of St. John the Baptist

Alabaster with traces of paint

about 1420 - 1450

Ackland Fund. Purchased in honor of John M. Schnorrenberg, (Professor of Art 1959-1976), 76.44.1

In the fifteenth century alabaster carvings like this were a specialty of the city of Notting​ham. A plaque like this would have been mounted on the wall in a house as a focus for private religious devotions. 

The head of St. John is flanked by St. Peter (to the left, holding a key) and a bishop, probably St. Thomas à Becket. Below, the figure of Christ emerges from the tomb. 

German, lower Franconia or Middle Rhine

The Death of the Virgin

lindenwood with paint and metal leaf

about 1470 - 1490

The William A. Whitaker Foundation Art Fund

61.1.1 

The MASTER OF THE LEGEND OF ST. CATHARINE

Flemish, Brussels, active 1470 - 1500

Hugo de Groot
oil on panel, 1480s?

Ackland Fund, 73.36.1

Dutch and Flemish painting of the fifteenth century is the culmin​a​tion of a medieval tradition emphasizing minute detail and atten​tion to texture and surface rather than to structure and anatomy.  The face of Hugo de Groot gives an immediate impression of reality, and only at second glance do we realize how tiny the arms and hands are in comparison to the face.  The proportions could be called psychological rather than anatomical -- we focus on De Groot's face, and his arms and hands are at the periphery of our vision.  

A Latin inscription on the back of this painting identifies the sitter as Hugo de Groot (1451 - 1509), a priest in the New Church in the city of Delft. It has been more difficult to identify the artist. It was formerly attributed to an artist from Delft known as the Master of the Virgo inter Virgines from his best-known painting. But no other portraits have been attributed to this master and it is hard to compare the rather mannered faces in his religious paintings with De Groot’s sharply individual features. A recent attribution to the Master of the Legend of St. Catherine is much more convincing.  The diminutive hands are a hallmark of this artist.

Inscription on the back of the portrait of Hugo de Groot (missing letters have been filled in from an old copy of the inscription):

Hoc tumulo situs est  

In this tomb is buried Hugo,
Hugo cognomine magnus 

known as the great [de Groot].
Optatus Delphis 


He was chosen a priest in the
Pastor in aede nova  


new church of Delft, which
Consulis officio dignum            
worthy post he undertook
Quem curia sumpsit


as a duty of the Councilor of 
Hagia canonicum                 

the court. [In him] the church 
Templa habuere pium 

at the Hague had a loyal 
Quem gheervlietensis tenuit 

canon, whom Geervliet had
Sacer ordo decanum 


as Dean of its holy order.  

Dic lector superum 


Say, reader, may he go to
Sorte beatus eat 


Heaven blessed in fortune.
1509. 8. Maij 



1509, 8th of May.
In its original setting the portrait of Hugo de Groot was probably the cover for another painting, mounted above his tomb and depic​t​ing the Virgin Mary with the child Jesus. When it was closed, only this inscription would have been visible. When it was opened, Hugo’s portrait would have faced the Virgin and Child.

Workshop of CRISTOFORO DE BINDOCCIO and MEO DI PERO

Italian, Siena, active late 14th - early 15th century

Enthroned Madonna and Child with Saints

tempera and gold on wood panels, about 1400-1410

Ackland Fund, 68.11.1

Like the alabaster plaque on the opposite wall of the gallery, this small painting was probably used for religious devotions in a private house rather than a church. The painting is a triptych, or three-panel painting -- when it was not in use the two side panels folded over the central one like the doors of a cabinet. The outer surfaces of the side panels imitate paneling and inlay in colored marble.

Conservation of this painting was made possible by a grant from the Institute of Museum Services, an agency of the Federal Government.

FRANCESCO TRAINI

Italian, Pisa, active 1321 - 1363

Christ Blessing

tempera and gold on wood panel, about 1335

The William A. Whitaker Foundation Art Fund, 61.12.1

This painting was originally part of a polyptych, a large, multi-panel altarpiece. It probably filled the gable above the central panel, in a place comparable to the crucifixion scene in the little three-panel painting on the wall behind you.

Christ raises his right hand in blessing. The book in his other hand is inscribed in Latin with the words: “I am the Way, the Truth and the Life. Whoever believes in me …” However, it is not certain that this was the original inscription on the book, because that part of the painting was damaged and restored in the past.

Conservation of this painting was made possible by a grant from the Institute of Museum Services, an agency of the Federal Government.

The MASTER OF 1419

Italian, Florence, active early 15th century

The Virgin and Child

tempera and gold on wood panel

about 1415

Ackland Fund

80.34.1

NORTH GALLERY

CASE

1.
French, Limoges, first half of the thirteenth century (1200 - 1250)
Key Guard with Four Griffins

champlevé enamel on gilt bronze

Ackland Fund, 61.6.1 

2.
North Italian, second quarter of the fifteenth century (1425-1450)

Pelican Feeding its Young with its Blood

silver with black (niello) inlay

The William A. Whitaker Foundation Art Fund, 80.52.1

3.AMADEO DA MILANO, Italian, Ferrara, active 1438 - 1480

Leda and the Swan
bronze

Gift of the Ackland Associates, 78.10.1

In the fifteenth century it became a custom for rulers and other prominent people to commission portrait medals to give to friends or colleagues. The usual pattern for these medals was that on the reverse (the opposite side from the portrait) the medal would include an image conveying some message about the person portrayed. The front of this medal, in the photo at the left, is a portrait of Leonello d’Este (1407 - 1450), the illegitimate son of Niccolò d’Este, marquis of Ferrara.   Recognized by his father and officially legitimized by the Pope, Leonello became marquis of Ferrara in 1441.

As the descendant of an ancient and noble family, and renowned for his own learning and statecraft, Leonello could afford a playful allusion to the irregular circumstances of his birth. The reverse of this medal illustrates the Greek myth in which the god Jupiter, in the form of a swan, seduced Leda, queen of Sparta. A viewer of this medal who was familiar with Greek and Roman literature would be reminded that some of the most illustrious ancient heroes had also been illegitimate children.

4.
German, Augsburg 

Spigot with Imaginary Animals

bronze, about 1550-1560

Gift of the Ackland Associates, 77.18.1

In the days when wine, beer and other liquids were usually stored in huge barrels, a spigot like this would be driven into a hole near the bottom of the barrel. The spout is an animal head, but instead of fur, the neck is covered with leaf shapes. On the handle another animal head seems to grow out of a curling branch that also sprouts leaves.  

This is a good example of grotesque ornament design, a mix​ture of fanciful animal and vegetable motifs that goes back to ancient Roman wall and ceiling decorations. In the Renai​s​sance the style was rediscovered by Italian artists, who called it “gro​tesque” because they found it in grottoes -- underground rooms in ancient ruins. The style spread rapidly and by the 1550s, when this spigot was made, it was fashionable all over Europe.  
5.
MASTER HG (Hans Jamnitzer?) German, 16th century

Minos and Scylla

lead, 1569

The William A. Whitaker Foundation Art Fund, 81.17.1

An ancient Greek myth tells that King Minos of Crete be​sieged the town of Megara, ruled by Nisus the Egyp​t​ian. A magical lock of hair on Nisus’ head protected both him and the city. But Nisus’ daughter Scylla, watching the siege from a tower in the city, fell in love with Minos. She cut off the lock of hair while her father slept, and betrayed the city to his enemy.

On this medallion Minos rides a prancing horse, while Scylla watches from the tower in the background. A statue of Cupid, at the base of the tower, warns of the dangerous power of love that is shown in this story. Further in the distance a fleet of ships covers the sea.

Medallions like this were produced in large numbers in the sixteenth century. The same design might be cast in gold, silver, bronze or lead. In gold it could become part of an elaborate dish or plate; in lead it could be purchased for a moderate price by someone more interested in the design than in the material.

6.
Spanish

The Adoration of the Magi

gilt bronze, about 1600

Ackland Fund, 85.7.8

7.
Swiss or German (Rhine valley)

Harvesters: Roundel from a Basin

silver gilt, about 1600

The William A. Whitaker Foundation Art Fund, 81.17.1

8.

PRIVATE 
Italian, Venice or Padua, mid-16th century

Crouching Venus
bronze

Gift of Ruth and Sherman Lee, 97.25

In the course of the sixteenth century it became common practice to make small bronze versions of ancient sculpture. This figure of a crouching nude is based on a lost Greek sculpture from the third century B.C., known from Roman copies. The complicated pose of this ancient model would have particularly appealed to a generation of artists who had become familiar with Michelangelo’s manipula​tion of the human body.

9.
GUILLAUME DUPRÉ French, 1576 – 1643

Pierre de Conty D’Argencourt

bronze, 1630

Ackland Fund, 81.51.1

10.
PRIVATE 
Flemish, 17th century

Hercules and Omphale
ivory, about 1650-1670

Gift of the Ackland Associates, 84.14.1

As punishment for a crime he had committed, the Greek hero Hercules was sold as a slave to Queen Omphale of Lydia.  According to most versions of the story, Omphale and Hercules became lovers; according to many, she induced Hercules to wear women’s clothes and spin yarn, while she wore his lion skin and carried his club.  

In the sixteenth and seventeenth centuries this story was widely used as an example of the sexual power of women over their lovers -- Hercules, the strongest man in the world, giving up his mascu​line identity and the emblems of his power. 

NICOLÒ ROCCATAGLIATA

Italian, Venice and Genoa, active 1593 - 1636

Angel with Instruments of the Passion

bronze

The William A. Whitaker Foundation Art Fund, 85.8.1

This figure was originally part of a group of several angels who held objects associated with the trial and crucifixion of Christ. Accounts of the Crucifixion in the Bible describe a man who moistened Jesus’ lips with sour wine in a sponge at the end of a long pole. This angel holds the pole and sponge in one hand, and in the other he originally held a cup. 

Attributed to JACOPO DEL SELLAIO (born about 1441, died 1493)

Italian, Florence 

The Virgin and Child Enthroned with Saints Lucy, Sebastian, John the Baptist and Catherine of Alexandria
tempera and gold on wood panel, about 1490

The William A. Whitaker Foundation Art Fund, 63.18.1

This is an altarpiece, a large painting intended to be placed behind and above the altar in a church. It is mounted at the approximate height it would have had in its original setting behind an altar.

To worshipers in the Renaissance, the emphasis on sacrifice and salvation in the painting would have helped to convey the meaning of the Eucharist (Holy Communion) celebrated at the altar in front of it.  Depicting saints with the instruments of their torture or martyrdom, it reminded worshipers of the pain they had endured for their faith.  It also includes subtle reminders of Jesus’ coming suffering:  the child is naked and vulnerable, as he later would be at his death on the cross.  Jesus’ sacrifice is symbolized by the blood-red cross on the halo behind his head.  

The artist balanced the theme of sacrifice with that of salvation.  Jesus stands facing the viewer with his right hand raised in a formal gesture of blessing.  When the priest at the altar elevated the Host (consecrated bread) during the Eucharist, Jesus would have appeared to be blessing it himself.  

BATTISTA DOSSI

Italian, Ferrara, active 1517 - 1548

The Holy Family with the Infant St. John the Baptist
oil on wood panel, about 1530

Ackland Fund, 85.22.1

Venetian painting was the dominant artistic influence in the north Italian city of Ferrara. Although as a young man Battista Dossi was part of Raphael’s workshop in Rome, this painting is Venetian in its emphasis on light, atmosphere and rich color rather than on linear drawing and sculptural form. In the handling of paint it is a contrast to the Florentine paintings attributed to Sellaio (at the left in this gallery) and to the studio of Bronzino (above and to the right), but closer to the paintig from the Bassano workshop (above). 

The attention given to the spacious landscape background is also characteristic of Venetian painting.   

Above:

Workshop of JACOPO BASSANO (active from about 1535, died 1592)

Italian, Venice and Bassano 

Two Figures
fragment from Christ Driving the Merchants from the Temple
oil on canvas

Ackland Fund, 75.13.1

Jacopo Bassano was the most famous member of a family of artists working in Venice and in the nearby town of Bassano. With his four sons he carried on a highly productive workshop, often pro​ducing several nearly identical versions of the same subject. It can be very difficult to determine which members of the family worked on a painting, and different scholars have assigned this one to Jacopo, Francesco, Leandro and Gerolamo Bassano! What is certain is that it is a product of their workshop.

This fragment is the lower left corner of a painting of Christ driving the merchants from the Temple -- the complete composi​tion is known from several versions that have survived intact. A man recoils before Christ’s onslaught. Behind him is a boy with a cage of doves for sale.

GIOVANNI BATTISTA NALDINI

Italian, Florence, born about 1537, died 1591

The Presentation in the Temple
oil on wood panel, 1577

The William A. Whitaker Foundation Art Fund, 77.41.1

This small painting is the modello for an altarpiece in the church of Santa Maria Novella in Florence. Like an architectural model, a modello is a small version made by the artist to be approved by the client before beginning work on a large scale.

Naldini’s painting is typical of the late Renaissance style known as Mannerism. In contrast to the primary colors and easily readable grouping of figures in Dossi’s Holy Family (to the left), Naldini uses a subtle color scheme of secondary and tertiary colors, and creates an ambiguous multi-level space. The subject of the picture is the group at the center of the painting, where the Virgin Mary hands the infant Jesus to the old priest Simeon. But this central group is surrounded by a wreath of secondary figures whose purpose is primarily ornamental. With self-conscious artistry Naldini shows off his command of the human figure in a complex variety of poses.
Conservation of this painting was made possible by a grant from the Institute of Museum Services, an agency of the Federal Government.

Above:

Studio of BRONZINO (1503 - 1572)

Italian, Florence

The Virgin and Child with the Infant St. John the Baptist
oil on wood panel, 1560s

Ackland Fund, 64.28.1

The sophisticated composition of this painting, with three figures interlaced in a complicated, dancelike movement, is characteristic of the early work of the Florentine painter Bronzino. But the handling of paint is typical of a much later phase of his career. Certain details of the painting, moreover, like the awkwardly constructed donkey in the background, suggest a less talented artist. 

The most likely explanation is that early in his career Bronzino prepared a full-scale drawing for this composition but never carried it out as a painting. Later, perhaps after his death, a member of his studio transferred the drawing to a panel and produced this painting.

Attributed to GIOVANNI ANTONIO DOSIO

Italian, Rome and Florence, 1533 - 1609?

Head of a Bearded Man
marble

about 1567-1570

The William A. Whitaker Foundation Art Fund

72.32.1

Circle of LUCAS CRANACH the Elder (1472 – 1553)

German

The Mass of St. Gregory

oil on wood panel, about 1550

Ackland Fund, 59.8.2

A major issue in the Protestant reformation was the question of transubstantiation:  in the Mass, or Communion service, were the bread and wine actually transformed into the body and blood of Christ, or did they merely symbolize his body and blood? Catholics accepted the doctrine of transubstantiation; most Protestants rejected it.

Dating from the time of the Reformation, this painting depicts a miracle, believed to have occurred centuries earlier but relevant to the contemporary controversy. As St. Gregory (Gregory the Great, pope from 590 to 604) was celebrating Mass, a bystander ques​tioned whether the body and blood of Christ were truly present in the bread and wine. In response Christ himself appeared on the altar. 

In this painting the miracle includes not only the appearance of Christ, but an assembly of people and objects associated with his suffering and death, enveloped in a blue cloud: the ruler Herod Antipas and the priests Caiaphas and Annas at the upper left, the Roman governor Pilate (washing his hands) and his wife, Judas with a bag of money around his neck, the cock that crowed when the apostle Peter denied his association with Jesus, the dice cast by the soldiers for Jesus’ robe, and other objects.

Flemish, Antwerp

St. Jerome in Penitence

oil on wood panel, about 1515

The William A. Whitaker Foundation Art Fund. Purchased in memory of Clemens Sommer (Professor of Art 1940 - 1962) 

One of the great scholars of the early Christian church, Jerome translated the Bible from Hebrew and Greek into Latin. This painting, however, emphasizes his humility and self-abasement rather than his learning. Kneeling before a crucifix, he beats his breast with a stone in repentance for past sins. 

Saint Jerome is usually represented with a lion. According to legend, when he was living as a hermit in the wilderness he was approached by a lion with a thorn in its paw. After Jerome had pulled out the thorn, the lion remained as his companion.

Above:

Workshop of SIMON VOUET (1590-1649)

French

A Man in Armor, perhaps Guillaume IX, Duke of Aquitaine and Count of Poitiers

oil on canvas

Ackland Fund, 65.20.2

From the late Middle Ages on, European rulers and scholars took an interest in collecting or commissioning groups of portraits of famous people from the past and present. This painting, dating from the seventeenth century but with an inscription identifying a man from five hundred years earlier, was probably painted for such a collection. The tradition continues to the present in institutions like the National Portrait gallery in Washington. 

The portrait has been trimmed, and much of the inscription is lost: the most likely reading is [GUILLAUM]E DVC DE [L’AQUI​TAINE] ET CONTE [DE POIC]TIERS * 1136. Guillaume IX (1071 - 1127), Count of Poitiers and Duke of Aquitaine and Gascony, was famous both as a warrior and a poet. His son Guillaume X lived from 1099 to 1137, and confusion between the two might explain the date on the painting. Since accurate portraits from the eleventh century are virtually unknown, the artist who created this painting probably had no idea what Guillaume actually looked like. The result is an imaginary portrait, a rather romantic image of a medieval knight. 

Circle of JOSÉ DE MORA (1642 - 1724)

Spanish

The Sorrowing Virgin
wood and fabric with paint, silver leaf, glass and ivory, about 1710

Ackland Fund, 75.11.1

Elaborately carved and painted wood sculpture like this was an important aspect of Spanish religious art from the Renaissance to the eighteenth century. The emotional, expressive mood of the sculpture is enhanced by realistic details like the drapery made from stiffened and painted fabric, the ivory teeth, and the glass eyes. 

VICENTE CARDUCHO

Spanish, born in Italy, 1576/78 - 1638

St. Francis Receiving the Stigmata
oil on canvas, about 1610-1630

The William A. Whitaker Foundation Art Fund, 95.3

This painting depicts an episode in the life of St. Francis of Assisi (1181 - 1226). In 1224 Francis was praying on Monte La Verna in the Appennine mountains when he had the vision of a seraph with six wings carrying the image of a man crucified. After the vision he found that his body was marked with wounds in the hands, feet and side, corresponding to the wounds that Christ had received. These “stigmata” (the Latin word for marks made by a brand) remained with him for the rest of his life.  

The figure in the distance is one of Francis’ early followers, Brother Leo, who witnessed the miracle. The 

book he holds probably refers to the biography of St. Francis that he would later write in collaboration with two of the saint’s other companions. 

Follower of MATTHIAS STOM

Dutch (active in Italy), 1600 - after 1652

Christ before Caiaphas
oil on canvas

Ackland Fund, 79.58.1

Inspired by the Italian painter Caravaggio, a number of Dutch artists working in Italy made a specialty of night scenes with spectacular lighting effects.  In composition, lighting and color, this picture is typical of paintings by Matthias Stom, who worked in Rome and Naples.  Nevertheless, a number of scholars have questioned its authorship because the brushwork is more fluid and the paint surface thinner than usual in his work.  

In 1998 a second painting with the same composition and with more characteristic brushwork came to light.  That painting appears to be the original by Stom -- this one is evidently a copy, probably made in Rome in the seven​teenth century. Further research is needed to deter​mine whether or not the copyist was a member of Stom’s own workshop. 

Conservation of this painting was made possible by a grant from the National Endowment for the Arts, an agency of the Federal Government.

VALENTIN DE BOULOGNE

French (active in Rome), 1591 - 1632

St. John the Evangelist
oil on canvas, about 1622-1623

The William A. Whitaker Foundation Art Fund, 63.4.1

Of French and Italian ancestry, Valentin spent his life in Italy and was a particularly close follower of the Italian artist Caravaggio, whose brief career transformed painting in the early years of the 17th century.   Like Caravaggio, Valentin is noted for his dramatic manipulation of light and shadow and for his unidealized depiction of figures.  His St. John combines a solid, fleshy physicality (including earthy details like a shadow of beard stubble) with a sense of divine inspiration.  

Accompanied by his emblem, the eagle, John sits with pen in hand between an apparently completed book, possibly symbolic of the Old Testament, and a scroll on which he has written the first sentences of his Gospel.  As he looks upward, light from an invisible source picks out his face, his writing hand, and the scroll as the dominant elements in the picture.

GASPARD DUGHET

French (worked in Italy), 1615 - 1675

Landscape with Figures
oil on canvas, 1660s

Gift of Dr. and Mrs. Richard W. Levy in honor of the Ackland Art Museum’s 40th anniversary,  98.21

Italian painters of the seventeenth century considered landscape an inferior branch of art.  Nevertheless there was a flourishing school of landscape painting in Italy, due in part to the artists from northern Europe who came there to study and often remained for years. Born in Rome to French immigrant parents, Dughet spent his entire life in Italy.  He studied with another French expatriate, the painter Nicolas Poussin (who had married Dughet’s sister).  

Dughet’s landscapes evoke the countryside of central Italy, but do not represent specific locations.  They are a re-creation of nature, not a record of it. 

NICOLAS CHAPERON

French (active in Rome), 1612-1656

The Nurture of Jupiter

oil on canvas, about 1645

Ackland Fund, 68.40.1

The painting depicts the childhood of Jupiter, the chief god of Roman mythology.  Jupiter's father Saturn had been warned that one of his own children would dethrone him, and to prevent this had swallowed each of them at birth.  But Saturn's wife, Ops, hid the baby Jupiter and gave her husband a stone wrapped in swaddling clothes, which he swallowed instead.  As shown here, Jupiter was brought up in secret by nymphs on the island of Crete, fed on honey and goat's milk.  When he grew up Jupiter gave his father a drink that forced Saturn to disgorge the children he had swallowed, alive and unharmed.  Jupiter and his brothers, Pluto and Neptune, overthrew Saturn and became the rulers of the heavens, the underworld and the sea.

Pictures of Jupiter's infancy, evoking a refuge from danger amid rustic peace and plenty, were popular in Chaperon's time.  Another painting in this gallery, The Child Jupiter by Jacob Jordaens, is part of a picture that illustrated the same story.

MASSIMILIANO SOLDANI 

Italian, Florence, 1656 - 1700

Head of a Satyr
bronze, about 1695

Gift of the Ackland Associates and Ackland Fund, 81.11.1

His pointed ears and the little horns sprouting from his forehead identify this fellow as a satyr. In ancient Greek and Roman mythology satyrs were half-human creatures, usually represented with tails and sometimes with goat legs. Often companions of Bacchus, the god of wine, they were lustful and fond of merrymaking (one could say, the original party animals). This satyr wears a crown of stylized pine 

needles, a form of adornment associated with Bacchus. Since the Renaissance, artists have used satyrs as exam​ples either of depravity or of freedom from the shackles of convention.

Soldani was noted both for sculpture of his own design and for copies of ancient statues. Rather than exact copies, he produced lively reinterpretations of the works he copied. This head is probably such a copy, although the ancient model has not been identified.

JACOB JORDAENS

Flemish, 1593 - 1678

The Child Jupiter, fragment from The Nurture of Jupiter
oil on canvas, late 1630s

Ackland Fund, 79.13.1

This figure was originally part of a larger painting that depicted the childhood of the god Jupiter, as told in Greek and Roman mythology.  Jupiter's father Saturn had been warned that one of his own children would dethrone him, and to prevent this had swallowed each of them at birth.  But Saturn's wife, Ops, hid the baby Jupiter and gave her husband a stone wrapped in swaddling clothes, which he swallowed instead.  Jupiter was brought up in secret by nymphs on the island of Crete, fed on honey and goat's milk. Here he stands between the knees of a satyr who gives him the milk in a bowl. 

The painting shows the fluent brushwork and rich tonalities that Jordaens learned as an assistant in the workshop of Peter Paul Rubens. The original composition can be seen in a copy made by one of Jordaens' students (see photo above).  The figure of Jupiter was evidently cut out and salvaged when the original painting was severely damaged at some time in the past.

Conservation of this painting was made possible by a grant from the National Endowment for the Arts, an agency of the Federal Government. 

JOHANN BOECKHORST

Flemish (born in Germany), 1603 - 1688

The Triumphant Christ Forgiving Repentant Sinners
oil on canvas, about 1660

Ackland Fund, 72.1.1

As a young man Boeckhorst was one of the numerous assistants in Rubens’ studio and later worked with Rubens’ pupil Jacob Jordaens. This painting, like much of his later work, shows the influence of still another Rubens pupil, Anthony van Dyck, in the slender, elegant figure of Christ.

The painting is a symbolic representation of the power and love of Christ. He holds the cross like a banner, while beneath his feet are a globe representing the earth, and a serpent and a skull, symbols of sin and death. With a welcoming gesture he recieves a group of men and women from the Bible who are famous for having sinned and then repented:  King David, the Repentant Thief (kneeling on his cross in the foreground), Mary Magdalen, the Prodigal Son, and St. Peter (weeping in the background at the right).  

At the left, behind David, are the Virgin Mary and St. John the Evangel​ist, who are often represented in scenes of Christ’s crucifixion and who here share in his triumph.

PETER PAUL RUBENS

Flemish, 1577 - 1640

A Roman Couple
oil on panel, about 1615

Ackland Fund, 59.8.3

In 1608 Rubens returned to his native city of Antwerp after a long stay in Italy. Over the next ten years he gradually moved from a painting style of violent movement and dramatic contrasts of light and shade  

to a more balanced, classical style, derived in part from the ancient Roman sculpture that he had seen in Italy. The composition of this painting is based on ancient Roman cameo carvings but it is a free adaptation rather than a copy -- Rubens has transmuted an ancient Roman couple from stone back to human flesh.

The identity of the couple remains uncertain. It is generally assumed that they represent an emperor and his wife, or at least members of the imperial family. The most likely candidates are Germanicus Caesar and his wife Agrippina: Germanicus, though not an emperor, was an outstanding military leader, and his wife was regarded as a notable example of marital devotion. 

Flemish or Austrian

late 17th century

The Repentant Thief, figure from a Crucifixion group

ivory

The William A. Whitaker Foundation Art Fund, 87.9

At first glance this would appear to be the figure of Christ from a crucifix, but although his feet are pierced by a nail, his hands are not. The most likely explanation is that this is a figure from an elaborate carving that showed not only Christ but the two thieves who were crucified on each side of him. To distinguish them from Christ, the thieves are often shown tied to crosses or branching tree trunks.

An alternative theory is that this is a figure of Christ, from a group that showed the act of nailing him to the cross. A carving of this subject, however, would be much more unusual than a crucifixion group. 

GIOVANNI FRANCESCO BARBIERI, called GUERCINO

Italian, Bologna and Rome, 1591 - 1666

The Assumption of the Virgin
oil on canvas

Ackland Fund
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GIOVANNI BARATTA

Italian, Florence, 1670 - 1747

Angels Holding a Tabernacle
terra cotta, about 1700-1709

The William A. Whitaker Foundation Art Fund, 88.13

This is the design for a relief above the altar of the Sacrament, in the church of San Ponziano in the city of Lucca. The finished sculpture, carved in marble and thirteen feet high, still exists, although it has been moved to another church. 

The careful finish sug​gests that this was not a preliminary sketch, but a modello or finished model, prepared by Baratta to show the people commissioning the altar what they would get. The central space, empty in the model, was filled by an elaborate tabernacle or container for a sacred relic: a vial containing what was believed to be the actual blood of Christ.

GIUSEPPE BARTOLOMEO CHIARI

Italian, Rome, 1654 - 1727

The Virgin Fainting at the Tomb of Christ, with St. Mary 

Magdalen and St. John The Evangelist
oil on canvas

1685-1695

Ackland Fund
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