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II complcsso delle Biblioteche Scicnilfiche dcgli Istitud 
Ortopedici Rizzoli rappresenta una delle pi it complete e rare 
collezioni librarie esistenti in campo ortopedico.
Talc complcsso t  costituito dalla Biblioteca Centrale e dalla 
celcbre "Fondazione Putti".

The Scientific Libraries complex of the Rizzoli Orthopaedic 
Institute constitutes one o f the most complete and rarest 
library collections in existence in the field of orthopaedics. 
This complex is made up o f a Main Library and the re 
nowned "Putli Foundation

Biblioteca Centrale Umberto I Umberto I  Main Library

Storia History

La Biblioteca Centrale intilolata al Re "Umberto I", sorge 
nelle aule cinquecentesche, una voJta sede della “Libreria 
dei Monaci Olivetani". 11 monastero, seguendo le alteme 
vicende della storia cittadina, fin dal secolo IV fu piil volte 
distrutto e ricostruito fino a quando nel 1500 i monad 
vollero che il convento, oltre che luogo di preghiera fosse 
anche ospitale per i Principi e i Papi che transitavano nella 
regione. Prowidero cosl ad abbellirlo costruendo anche la 
Biblioteca e ad affrescarla fu chiamato Amico Aspertini, un 
allievo di Francesco Francia.
Ma nella meti del ’600  il priore Abate Pepoli, a sue spese.

The Main Library named after King Umberto I  is set in the 
sixteenth century rooms which were once the site of the 
"Library o f the Olivetan Monks". The monastery was in 
volved in the varying events o f the city's history, and from the 

fourth century onward it was destroyed and rebuilt several 
times; that was until the year 1500 when the monks decided 
that in addition to being a place o f prayer the convent was 
to provide hospitality to Princes and Popes travelling 
through the area. Thus, they embellished it by adding on the 
Library and having it frescoed by Amico Aspertini, a pupil 
of Francesco Francia.
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commission^ a Domenico Maria Canuti, allievo di Reni c 
alk) svizzero Haffner una nuova decorazione pittorica, non 
adattandosi gli afTreschi deli'Asperlini al gusto dell'epoca. 
Con l'abolizione degli ordini ecclesiastici da parte di Na- 
poleone nel 1797, il Monastero divenne fortezza militare: le 
antiche scaffalature seicentesche della Biblioteca furono di- 
strutte mentre i preziosi codici miniati, gli incunaboli e i ma- 
noscritti furono divisi tra la Biblioteca Estense di Modena e 
la Biblioteca dell'Universitik di Bologna. II convento attra- 
versri in quegli anni un periodo oscurissimo per di venire nel 
1840 residenza del legato pontificio. Le aule della Biblioteca 
furono adibite a sale di rice vim ento per Principi, Caidinali, 
uomini d'armi e famosi polidci.
Con l'unificazione d'ltalia, il monastero divenne proprietl 
dello Stato e fu messo all'asta. Lo acquis t6 per sole L. 55.000 
il chirurgo bolognese Francesco Rizzoli che lo destind per 
testamento ad essere trasformato in Istituto Ortopedico nd 
1880. Venne inaugurato nel 1896 dal Re Umberto 1 ,16 anni 
dopo la morte di Rizzoli.
II patrimonio librario della Biblioteca fu costituito nel 1900 
da una donazione della Provincia di Bologna per onorare la 
memoria di Umberto I. A quell'epoca la Biblir'.eca era si- 
tuata in una saletta a pianterreno affrescata dai Carracci, at- 
tualmente sede dell'archivio delle cartelle cliniche. Le aule 
seicentesche della Biblioteca affrescate dal Canuti e dal- 
1'Haffner in quei giomi contenevano il Museo d'anatomia e 
una raccolta di modelli delle deformity, mentre durante la 
guerra 1915-1918 accolsero i feriti di guerra traumatizzati e 
mutilati. Nel 1918, Fmita la guerra, Vittorio Putti, l'allora 
di ret tore delllstituto, fece restaurare i locali e li destind ad 
accogliere il patrimonio librario medico, accresciuto dai 
lasciti personali del Prof. Francesco Rizzoli e del suo suc- 
cessore Prof. Alessandro Codivilla, riportando cosi la Bi 
blioteca nel la sua sede naturale e originaria.

Descrizione delle Sale
La Biblioteca Centrale b costituita da tre aule: due aule ai lari 
e una grande al centro. L'architettura b di Gian Giacomo 
Monti mentre gli affreschi sono di Domenico Maria Canuti 
(allievo di Guido Reni) per le figure e lo svizzero Enrico 
Haffner per gli omati. Gli affreschi dell'ultima sala sono su 
disegno dei Carracci. Domina l'opera pittorica nel suo com- 
plesso il tema delle Virtu e le Scienze che si acquisiscono con 
lo studio dei libri: i soggetti rappresentaU sono tratd dalla 
mitologia e dalla storia sacra e profana. Le scaffalature e il 
mobilio furono disegnati su modello del '600 da Augusto 
Fusaroli e eseguiU nelle officine delllstituto. II Prof. Putti 
dond alia Biblioteca due tavoli della meti del '600 e ottenne 
la resutuzione, daUUniversidi di Bologna, della sfera armil- 
lare disegnata a penna nel 1672 dal padre olivetano Pietro 
Rosini da Lendinara.
Nella prima sala il Canuti ha rappresentato negli angoli i 
qua tiro elemend: fuoco, acqua, terra, aria a cui corrispon- 
dono nella volta i quattro caratteri dell'uomo: melanconico.

But midway through the seventeenth century, the prior 
Abate Pepolil at his own expense, ordered a new pictorial 
decoration to be painted by Domenico Maria Canuti, a pupil 
o f Reni. and by the Swiss artist Haffner, as Aspertini's 
frescoes were not suited to the tastes of that epoch.
With Napoleon's abolition o f ecclesiastic orders in 1797, the 
Monastery was transformed into a military fortress: the 
ancient seventeenth century shelves of the library were 
destroyed, and the precious miniated codes, the incunabola 
and manuscripts were divided up between the Estense Li 
brary in Modena and the Library of the University of 
Bologna.Those were dark years fo r the convent, which in 
1849 became the residence o f the papal legate. The rooms of 
the Library were used as reception halls fo r princes, cardi 
nals, military personalities and famous politicians.
With the unification of Italy, the monastery became State 
property and was auctioned off. The Bolognese surgeon 
Francesco Rizzoli purchased it fo r the small sum o f55,000  
lire, and willed that it be transformed into the Rizzoli 
Orthopaedic Institute, which occurred in 1880. It was inau 
gurated in 1896 by King Umberto I, sixteen years after 
Rizzoli s death.
In 1900 the Library collection was constituted by a donation 
from  the Province of Bologna in memory of Umberto I. At 
that time the Library hus located in a small room on the 
groundfloor which had been frescoed by the Carraccis: this 
room currently contains an archive for the hospital's clinical 
records. In those days the seventeenth century rooms 
frescoed by Canuti and Heffner housed the Anatomy Mu 
seum and a collection o f models o f deformities; during the 
First World War they provided lodging fo r traumatized or 
mutilated soldiers. In 1918, at the end o f the war, Vittorio 
Putti, the Director o f the Inslitule, had the area restored, and 
destined it to hold the entire collection o f medical texts, 
which was added to by the personal collection o f Prof. 
Francesco Rizzoli, as well as that of his successor Prcf. 
Alessandro Codivilla; thus, the Library was brought back to 
its original location.

Description of the rooms

The Main Library is made up o f three rooms: two on each 
side and a large one in the center. The architecture is that of 
Gian Giacomo Monti, while the frescoes are those of 
Domenico Maria Canuti (a pupil of Guido Reni) fo r the 
figures, and o f the Swiss artist Enrico Heffner for the 
ornamentation. Moreover, the fresco es in the last room 
were made after drawings by the Carraccis.
The theme ofVirtue and the Sciences dominates the pictorial 
work in its complexity, as these values are acquired through 
the study o f books; the subjects represented are taken from  
mythology as well as from sacred and profane history.
The shelves and furniture were built based on seventeenth 
century models by Augusto Fusaroli in the Institute Shop. 
Prof. Putti donated two seventeenth century tables to the
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ficmmatico, collerico, sanguigno. Questa sala b destinata 
aJla consul tazione dei periodici in corso c dei cataloghi. In 
questa sala b fomito dai bibliotecari un servizio di infor- 
mazione. L'aula Maggiore b carat terizzata da tre volte: la 
prima raffigura l'Antico e Nuovo Testamento, la seconda la 
sapienza divina che sovrasta la sapienza umana, la terza la 
vita attiva e la vita contemplativa. Nelle luneoe sono rappre- 
sentate le Scienzecon i personaggi piu rappresentativi di cia- 
scuna di esse: la Filosofia tia Aristotele e Platone, la Mate 
rn atica fra Euclide e Tolomeo, la Filosofia morale fra Seneca 
ed Epit&o, la Teologia fra S. Tommaso e Scoto, la Storia fra 
G iuseppe Ebreo e Tito Livio e la Legge fra S. Silvestro Papa 
e Giustiniano men tre nella lunetta di fronte alia porta d'in- 
gresso b rappresentata I'ascesa al Monte della Virtu e al pos- 
sesso della Gloria. Tra i personaggi raffigurati vi b l'auto- 
ritratto del Canuti e il ritratto del suo maestro, Guido Reni. 
Nei sottarchi delle volte sono raffigurate le quattro parti del 
mondo allora conosciute: l'America con il coccodrillo, l’A- 
frica col leone, l'Asia con il cammello e lEuropa con il

Library; on his request the University of Bologna returned 
to the library the armillary sphere done in pen in 1762 by the 
Olivetan father Pietro Rosini of Lendinara.
In the first room Canuti represented the four elements in 
each o f the corners: fire, water, earth and air corresponding 
to the four characters o f man in the vault: melancholy, 
phlegmatic, violent and choleric. This room is used to 
consult current periodicals and catalogues. The library staff 
provides an information service here, as well.
The large room is characterized by three vaults: the first 
represents the Old and New Testaments, the second divine 
wisdom which dominates human knowledge, the third active 
life and contemplative life. The Sciences and their most 
representative personages are portrayed in the lunettes: 
these are: Philosophy from  Plato to Aristotle, Mathematics 
from Euclid to Ptolemy, Moral Philosophy from  Seneca to 
Epictetus, Theology from  St. Thomas to Scotic, Historyfrom 
Joseph the Jew  to Titus Livius, and Law from  St. Silvester 
Pope to Justinian the Emperor, while the lunette opposite the



C alco della lastra tom bale del medico X fondino de' L iu zz t. opera di Rosso 
da Parm a, n ella B iblioteca.

cavallo. Sotto i quattro continent! sono raffigurate le quattro 
Arti Liberali: la pittura, la retorica, la poesia e la scultura. 
Questa sala, in cui sono collocad i volumi, gli opuscoli e le 
raccolte dei periodici di Ortopedia, t  adibita a sala di lettu- 
r a i a  terza sala, in cui sono raffigurate le Virtu Cardinali, I 
denominata "Museo Rizzoli" in quanto nelle bacheche a si 
nistra sono contenuti diplomi, documenti, il testamento, og- 
getti personali e gli strumenti chirurgici del Prof. Francesco 
Rizzoli.
Nella bacheca centrale vi sono oggetti, manoscritti e stru 
menti chirurgici del primo direttore dellTstituto Prof. Ales 
sandro Codivilla, considerate il padre dell'Ortopedia ita- 
liana.
Nella bacheca di destra sono esposti alcuni libri di medicina 
e la collezione di medaglie appartenend alia Donazione Put 
ti. Al centro della stanza fc stato collocato il bus to del Prof. 
Rizzoli.

main door portrays Virtue’s ascent to the Mount and the 
possession o f Glory. The characters represented include a 
self-portrait o f Canuti, and a portrait o f his master, Guido 
Reni. In the "sottarchi" o f the vaults the four parts ofthe then 
known world are represented as follows: America with a 
crocodile, Africa with a lion, Asia with a camel, and Europe 
with a horse. Under the four continents are portrayed the 
four Liberal Arts: painting, poetry, rhetoric and sculpture. 
This room, in which the volumes, booklets and collections o f  
journals in Orthopaedics are shelved, is used as a reading 
room.
The third room, which portrays the Cardinal Wirtues, is 
known as the "Rizzoli Museum" as the glass case on the left 
contains Rizzoli’s diplomas, documents, will, personal ob 
jects and surgical tools.
The central glass case holds the objects, manuscripts, and 
surgical tools of the Rizzoli Orthopaedic Institute’s first '
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Alla suddetta sala sono stati aggiunti, in epoca piu recente tre 
nuovi locali adibiti rispettivamente a funzioni di studio, 
ricerche bibliografiche e magazzino (nel quale sono collo 
cate le annate dei periodici non di pertinenza ortopedica).

Consistenza del patrimonio
La Biblioteca possiede 6.700 volumi di monografie, 15.200 
volumi di annate di periodici rilegate e 10.000 estratti di 
riviste. I periodici sono complessivamente 667 (compresa la 
Donazione Putti) di cui 222 in corso nel 1988.

Director, Prof. Alessandro Codivilla, who is considered to 
be the Father o f Italian Orthopaedics.
In the glass case on the right, several medical texts and a 
collection o f medals belonging to the Putti Donation may be 
observed.
A bust of Prof. Francesco Rizzoli may be seen in the center 
o f the room.
In more recent times, three new rooms have been added to 
the aforementioned, and these are used fo r study, to re 
search bibliography, and as a storage room (the latter 
includesbound volumes o f periodicals which are not specifi 
cally pertinent to orthopaedics).

Servizi

La biblioteca, riservata ai medici, agli studenti di medicina 
e di corsi parauniversitari (fisioterapisti, disegnatori anato- 
mici) e al personale infermieristico, b aperta nei seguenti 
orari:

dal Lunedl al Venercfi: ore 10 3 0  -13 ,30 ; 14 3 0  - 19,00 
Sabato: ore 9,00 -13 ,00

Cataloghi della Biblioteca 
e servizi di "Bibliografia Ortopedica"
Monografie e trattad: £ disponibile il catalogo per autori (so 
no state seguite per la redazione le Regole Italiane di Catalo- 
gazione per Autori).

Periodici: b consultabile, per gli anni 1967-1982, la rivista 
"Bibliografia Ortopedia", selezione indicizzata di articoli 
scientifici di pertinenza ortopedica, redatta dai bibliotecari 
mediante lo spoglio delle riviste possedute. Dal 1982, in at- 
tesa della messa a pun to della computerizzazione, la "B iblio- 
grafia Ortopedica" b disponibile sotto forma di catalogo a 
schede consultabile presso la sede della biblioteca stessa. 
n thesaurus adottato 6 il Medical Subject Headings (MeSH), 
debitamente ampliato ed approfondito con 1'inseriniento di 
ulteriori descrittori specifici per il settore ortopedico, studia- 
ti ad hoc dallo staff dei bibliotecari.

Prestiti
£  concesso il prestito solo al personale dipendente del- 
l'lstituto.

Fotocopie
La Biblioteca dispone di un servizio di fotocopie. II costo per 
gli utenti estemi b di L. 200 a copia.
Si accettano anche richieste telefoniche per un massimo di

Patrimony

The Library includes 6,700 monographs, 1 5 2 0 0  volumes of 
bound periodicals and 10,000 off-prints from journals. Pe 
riodicals number a total o f667 (including the Putti Dona 
tion), and 222 are current ones.

Services

The Library, which may be used by physicians, medical 
students and those enrolled in para-umversity courses 
(physiotherapists, medical illustrators), as well as by the 
hospital nursing staff, observes the following schedule:

Monday through Friday 
10:30 a .m  to 1:30 p.m.
2:30  p m . to 7.00 p.m.

Saturday
9:00 a m  to 1O0 p m

Library catalogues and "orthopaedic 
bibliography" services

Monographs and treatises: a catalogue arranged by author 
(according to the Italian Rules fo r Author Cataloguing).

Periodicals. For the years 1967-1982 the Journal "Biblio- 
grafia Ortopedica” may be consulted: this includes an in 
dexed selection o f scientific articles specific to orthopae 
dics, prepared and arranged by the Library staff based on a 
review o f the journals available. From 1982 to the present 
the 'Bibliografia Ortopedica” catalogue arranged by indi 
vidual cards may be consulted in the Library; the Library 
staff is presently working on a computerized form of the 
catalogue, which it is hoped will be ready in the nearfuture.

The Thesaurus” used is that of the Medical Subject Head 
ings (MeSH) duly expanded by the addition o f further 
specific describers fo r the field of orthopaedics, studied fo r
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4 articoU da fotocopiare. Per quantitative superiori si richie- 
de domanda scritta.
II personale prowede direttamente alia spedizione con pa- 
gamento in contras segno.

Informazioni e ricerca bibliografica
La Biblioteca offre il servizio di informaziooe e ricerca 
bibliografica —  median te consul tazione della Bibliografia 
Ortopedica —  per il personale intemo alllstituto. Questo 
servizio b esteso, compatibilmente con queste esigenze di 
servizio intemo, anche ad utenti estemi, su richiesta telefo- 
nica o scritta. Si richiede unicamente il pagamento delle fo- 
tocopie degli articoli fomid.
Inoltre si effettua anche il servizio di ricerca bibliografica on 
line median te l'accesso al data base MEDLINE. I relativi 
costi (L. 3.000 al minuto di collegamento) sono a carico 
dell'utente.
Esclusivamente per il personale intemo allTstituto si effettua 
il servizio di controllo delle citazioni bibliografiche delle 
pubblicazioni scientifiche.

Visite
Sono possibili visite ai locali della Biblioteca su richiesta.

Biblioteca della Fondazione Putti
Posti nei locali che furono giit l'appartamento del Priore del 
Convento di S. Michele in Bosco, di fronte alia Biblioteca 
Umberto I, vi sono lo studio e la Biblioteca privata del Prof. 
Vittorio Putti.
Succeduto ad Alessandro Codivilla come Direttore del- 
l'lstitutodal 1912 al 1940 (anno della Sua prematura morte), 
il Prof. Putti non solo fu un valente chirurgo, ma anche un 
appassionato bibliofik) e un minuzioso collezionista. Ele 
gante nell’aspetto come nel gesto e nella parola, voile una 
Biblioteca che Gli si adattasse, per custodire i preziosi libri 
ed oggetti che reperiva dagli antiquari di tutto il mondo. 
Per anni, seguendo le istruzioni personali di Putti, Augusto 
Fusaroli e gli operai delllstituto lavorarono per rendere piu 
bello e confortevole possibile questo rifugio spirituale del 
grande Ortopedico.
In questa splendida Biblioteca sono custoditi, in mobili di 
radica di noce, 17 manoscritti, 66 incunaboli, 238 cinque- 
centine, 957 volumi ed opuscoli rari, 2.552 opere modeme 
e 8.352 estratti di riviste.
Esistono cataloghi per autore e per materie di tutto il pa 
trimonio posseduto, nonch6 il Catalogo De Marinis pubbli- 
cato a Milano presso 1'Istituto Grafico Bertieri del 1943 (una 
ristampa della Libreria Fomi del 1965) per le sole opere 
antiche.
E impossibile descrivere dettagliatamente questo prezioso

the purpose by the Library staff.

Loans

Library material is available fo r  loan solely to Institute 
personnel.

Xeroxing

The Library provides a xeroxing service. Outside users are 
charged 200  lire per copy.
Requests made by telephone are accepted fo r a maximum 
number o f  four articles to be xeroxed. Requests exceeding 
this number must be provided in written form.
Material may be mailed directly to the person making the 
request, payable in cash on delivery.

Information and bibliographic research

The Library offers all staff members of the Institute an 
information and bibliographic research service by consul 
tation o f the "Bibliografia Ortopedica". When possible, this 
service is also provided fo r outside users; requests may be 
made either by telephone or in written form. Copies of the 
articles provided must be paid for. Furthermore, on-line 
bibliographic research is provided via access to the M edline 
data base. The cost o f this service (3,000 lire per minute) is 
at the expense of the user.
Bibliographic entries in scientific publications are checked 
solely fo r stiff members o f the Institute.

Guided tours

Upon request, guided tours of the parts o f the Library may 
be provided.

Putti Library
The study and private library of Prof. Vittorio Putd are 
located where the Prior o f the Convent o f S. Michele in 
Bosco once lived, opposite the Umberto I Library.
Putti succeeded Alessandro Codivilla as Director o f the 
Institute from  1912 to 1940 (the year of his premature 
death). Not only was he a great surgeon, but he was also an 
impassioned bibliophile and meticulous collector. Elegant 
in appearance and manner o f speaking, he desired a Library 
that would suit his need to house the precious books and 
objects that he collected from antique dealers the world 
over.
For years, in accordance with the personal instructions 
given by Putti,Augusto Fusaroli and the staffmembers of the



M  . M . H I N A . M 1 M K D a  V idio  V id i (G u id o  G u id i) ,  
Chirurgia e '  graeco in latinum  
convtrsa, Excudebat Petrus G a lteriu s  
Lucetiae Paristorum , 1 544 . D iseg n i  
attribuiti a l Pnm aticcio.



D a  A m b ro ts e  P a r t ,  L e s  O e u v r e s .  

P a rts , G a b r i e l  Buon. 1 3 7 9 .



12

maleriale: ci limiteremo a qualche accenno ad alcune opere 
piu significative. Fra i manoscritti citeremo il famoso "In- 
ventaire de Chirurgie" codice miniato di Guy de Chauliac 
data to 1468, il "De Placentia" del 1373 ed il "Primo Libro 
della Chirurgia" della fine del XIV secolo di Guglielmo da 
Saliceto, il "Chirurgia" di Rolando da Parma dei primi del 
XIV secolo, che appare come uno dei piu antichi manoscritti 
conosciuti e il "De Effectibus Qualitatum" della metli del 
X m  secolo di Urso Salemitano. Del primo libro di medici- 
na stampato in Italia il "Fasciculus Kelham" esiste una copia 
incompleta della l'edizionedel 1493 a colon ealtre due edi 
zioni del 1508 e del 1522, stampate tutte a Venezia. 
Ippocrate e Galeno sono ampiamente rappresentati nella 
collezione: del primo, dell’ "Opera Omnia” si possiedono 
l’edizione del 1526 edita a Venezia da Manuzio, quella del 
Marinelli del 1575 e la traduzione in francese del Littrd del 
1839-1861; del secondo, oltre ad altre 9 opere, anche quattro 
edizioni dell' "Opera Omnia" fra cui quella greca di Aldo 
Manuzio stampata a Venezia nel 1525. Di Berengario da 
Carpi, di cui Putti fu appassionato biografo, la Biblioteca 
possiede tutie le opere in tutte le edizioni. Di Vesalio sono 
presenti nella collezione, oltre al "Humani corporis fabrica 
libri septem" del 1543 con le splendide illustrazioni di Ste- 
fano Kalkar, allievo del Tiziano, anche una delle famose 6 
tavole analomiche del 1538 delle quali una copia completa 
t  conservala alia Biblioteca Marciana di Venezia e un'altra 
negli Stall Uniti. Di Ambroise Parti, chirurgo dei re di Fran- 
cia, la Donazione possiede ben 13 opere: nemmeno il famo 
so Qub Parigino a lui intilolato b provvisto di tanto prezioso 
materiale. Altri volumi importanti sono 1’ "Opthalmoduleia" 
del tedesco Bartisch, primo trattato di Oftalmologia stam 
pato al mondo, del 1583, la "Chirurgia" di Guido Guidi, libro 
assai raro e ricercato (1544), il ’"De musculorum humani 
corporis" di Giovanbattista Canani (1541) di cui si cono- 
scono solo 12 esemplari e 1' "Opera Omnia" di Fracastoro 
Guglielmo (1584) che b uno dei libri piu rari e preziosi di 
tutia la collezione.
La "Donazione Putti ",per6, non comprende solo libri: un'al 
tra interessante raccolta b quella degli slrumenti chirurgici 
antichi, considerata una delle piu belle e piu rare fra le colle- 
zioni private di questo genere. Comprende molte decine di 
pezzi acquistate da Putti pres so gli antiquari di tutto il mon 
do, fabbricali dai piu abili artigiani dEuropa.
I ferri sono ordinati secondo la loro datazione approssima- 
tiva: a quelli del periodo tardo romano seguno numerosis- 
simi gli strumenti chirurgici del Rinascimento. 
Completano la Donazione diversi quadri con ritratti di 
medici famosi del passato fra cui Malpighi, Galvani, 
Auenbrugger, di cui la Biblioteca possiede una delle sei 
copie che esistono al mondo della sua opera "Inventum 
Novum" (1761), GaspareTagliacozzi, il cui ritratto a olio fu 
dipinto da T. Passerotti. Vi sono inoltre, importanti colle- 
zioni di aulograft, incisioni e fotografie di medici famosi. In 
bella mostra sui ripiani delle scaffalature vi sono tanti og- 
getti di valore: due farmacie portatili del 1700, la sfera 
armillare di Gerolamo della Volpaia del 1528, un globo di

Institute worked hard to make the spiritual refuge of this 
great orthopaedist more beautiful and more comfortable. 
This splendid Library contains walnut furniture, which, in 
turn, shelves 17 manuscripts, 66 incunabola, 238 sixteenth- 
century editions, 957 rare volumes and booklets (seven 
teenth-century manuscripts, etc.), 2 5 5 2  modern works and 
8 J 5 2  off-prints from journals.
There is a catalogue arranged by author and subject fo r  the 
entire collection, and the De Marinis Catalogue published 
in Milan by the Bertieri Graphic Institute in 1943 (a second 
edition was published by the Libreria Forni in 1965) fo r the 
antique works alone.
It is impossible to describe this precious collection in detail, 
but a few words will be said on some of the most significant 
material. The manuscripts include the famous "Inventaire 
de Chirurgie", a miniated code by Guy de Chauliac dated 
1468, the "DePlacentia"dated 1373, the "Primo Libro d elb  
Chirurgb" from the end o f the fourteenth century by Gug 
lielmo da Saliceto. the "Chirugb" by Rolando da Parma 
from  the beginning of the fourteenth century, one of the most 
ancient manuscripts known, and the "De Effectibus Quali 
tatum" from the mid-thirteenth century by Urso Salernilano. 
There exists an incomplete copy of the first edition of the first 
book of medicine printed in Italy, the "Fasciculus Kelham" 
dated 1493 in co br, and two other editions dated 1508 and 
1522, all printed in Venice.
Hippocrates and Galenus are vastly represented in the col 
lection: fo r the former, the 1526 editwn edited in Venice by 
Manuzio, that of Marinelli dated 1575, and Littre's French  
transbt'ion dated 1839-1861 of the "Opera O mnb”;fo r  the 
latter, in additwn to rune other works, there are also four 
editions of the "Opera Omnia" including the Greek one by 
Aldo Manuzb printed in Venice in 1525. The Library pos 
sesses all o f the works in all o f the various editions of 
Berengario da Carpi, o f whom Putti was a devoted biogra 
pher.
The collectbn also includes Vesalio's "Humani corporis 
fabrica libri septem” dated 1543 with Stefano Kalkar's 
beautiful illustrations (Kalkar was a pupil o f Titian), as well 
as one o f the famous six anatomical tables dated 1538, o f 
which one complete copy is kept in the Marciana Library in 
Venice, and another in the United States.
The Donatbn includes thirteen works by Ambroise Pari, the 
surgeon of the King o f France: not even the Parisian Club 
named fo r the surgeon may boast the same amount of 
material. Other important volumes include the "Ophthalmo- 
duleb" by the German Bartisch, thefirst treatise of Ophthal 
mology printed in the world, Guido Guidi's "C h irugb" 
dated 1583, a rare and much sought-after text (1554), Gw- 
vambattista Canani's "De musculorum humani corporis" 
(1541), o f which the existence o f only 12 copies are known, 
and Fracastoro Guglielmo's "Opera Omnia" (1584) which 
is one of the rarest and most sought-after books in the 
collection.
The Putti Donation, however, does not contain only books; 
it also includes an interesting collection of antique surgical



13

Greuter del 1636, microscopi e pestelli antichi.
Alla Sua morte lo studio e la Sua Biblioteca divennero pro 
priety delllstituto Rizzoli. Durante la seconda guerra mon- 
diale, avendo le truppe tedesche occupato llstituto, i libri 
furono trasportati dentro casse attraverso i souerranei e per 
interesse della Sovrintendenza Bibliografica trasferitiaTor- 
rechiara presso Parma Alla fine del conflitto vennero re- 
stituiti all'Istituto e ricollocati negli scaffali nella loro origi- 
naria posizione.
Ora la "Donazione Putti" b un museo, meta di numerosi vi- 
sitatori e di storici della medicina. La consultazione delle 
opere in essa contenute awiene, dietro letlera di presenta- 
zione, sotto gli occhi vigili del personale della Biblioteca 
mentre per la riproduzione delle stesse b necessaria un’auto- 
rizzazione del Presidente delllstituto.
Per esigenze di conservazione e tutela del patrimonio, 1'Am- 
ministrazione ha provveduto, da un anno, alia creazione di 
un archivio fotografico dei fondi bibliografici posseduti 
dalla Fondazione.

NOTA BIBLIOGRAFICA
ARICO Bice - La "Fondazione Vittorio Putti" dell'Istituto 

Ortopedico Rizzoli di Bologna. Chirurgia degli Organi 
del Movimento, 58, 76-83, 1969.

ARICO Bice - Nel centra, la Libreria. In: RENZI Renzo (a 
cura di) "San Michele in Bosco". Bologna, Edizioni 
Parma, 1971.

BADER Luigi - L'Istituto Rizzoli e La Scuola Bolognese di 
Chirurgia Ortopedica. Bologna, Cappelli, 1965.

DELITALA Francesco - Antiche opere di medicina della 
raccolta Vittorio Putti. Bologna, Cappelli, 1965.

EVANGELIST! M. Violetta - Gestione dell'informazione 
bibliografica nelle Biblioteche Scientifiche degli Istituti 
Ortopedici Rizzoli di Bologna. Annali Istituto Superiore 
di Sanita, 22, 1271-1272,1986.

GUI Leonardo, PANTALEONI Marina - La raccolta di 
Vittorio Putti di quadri disegni incisioni ritratti di medi- 
ci e uomini illustri. Bologna, Gaggi, 1966.

PUTTI Vittorio - La Biblioteca Umberto I delllstituto Riz 
zoli di Bologna. Chirurgia degli Organi di Movimento, 6, 
109-118,1922.

Ulutrazioni tratte da RENZI Renzo (a cura di) "S. M 'chele in B o  
sco". Bologna, Edizioni Parma 1971.

tools, considered to be one o f the most beautiful and rarest 
among private collections of its land. It includes dozens of 
objects purchased by Putti from  antique dealers the world 
over, made by the most skilled o f artisans in Europe.
The tools are arranged according to their approximate 
dates: those of the Late Roman period are followed by 
numerous surgical tools o f the Renaissance.
To complete the Donation are several portraits o f famous 
physicians from  the past including Malpighi, Galvani, 
Auembrugger, o f whom the Library possesses one o f the six 
existing copies o f "Inventum Novum" (1761), and Gaspare 
Tagliacozzi, the oil portrait of whom was painted by T. 
Passerotti.
Furthermore, there are important collections o f auto 
graphs, incisions and photographs o f famous physicians. 
Beautifully exposed on the shelves are many objects of 
value: two portable pharmacies from  the eighteenth cen 
tury, the armillary sphere o f Gerolamo della Volpaia dated 
1528, a Greuter globe dated 1636, antique microscopes and 
pestles.
On Putti's death the Library became part o f the Rizzoli 
Institute estate. During the Second World War, as German 
troops occupied the Institute, the books were taken in crates 
through the underground passages and, with the aid o f the 
State Bibliographic Service, transferred to Torrechiara 
near Parma. At the end o f the war they were given back to the 
Institute and placed on the shelves in their original loca 
tions.
The Putti Donation is presently a museum, the site of 
numerous visitors and medicine historians. Consultation of 
these texts requires a letter o f presentation, and takes place 
under the watchful eyes o f the Library staff members; any 
reproductions must be authorized by the President o f the 
Institute.
For the preservation and care o f the collection, the Admini 
stration has recently providedfor the institution o f a photo 
graphic archive of the bibliographic funds possessed by the 
Foundation.
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A 5 the adm inistrator  pro-tempore o f  the 
Rizzoli O rthopaedic Institute I  have the 
hon or o f  presenting this celebrative vol 

ume. It is not an  easy task to have to prov ide a  
sense o f  the on e-hu ndred  years o f  a  bio-m edical 
institute that is the center o f  excellence o f  or 
thopaedic surgery in Italy, a n d  on e o f  the most 
qu alified  in the world. I  am  not a  physician, but 
a  sociologist who has been  dealing with the f ie ld  
o f  health f o r  m any years, a n d  who is now expe 
riencing h ere a t  the Rizzoli Institute, by totally 
im probab le  circum stances, on e o f  the most 
stimulating experiences o f  his intense, long life. 
In taking my p la c e  am idst the preparations f o r  
the celebration  I  have fe lt  the coerciveness o f  this 
extremely dense accum ulation  o f  history a n d  
m edical culture, the object o f  celebrative m em o 
ry. It is a n  accum ulation  o f  events a n d  cidture 
that deserves revisiting, that this book helps to 
understand very well, although it prevalently  
concerns the most suggestive aspect o f  the Insti 
tute: the history> o f  its location  a n d  the illustra 
tion o f  a  rich a n d  stupendous wealth o f  art, 
m on u m en ts , a n d  b oo k s , c o m b in e d  w ith  
progress in science a n d  technology.
The accum ulation  o f  so m uch rational or 
thopaedic science together with great surgical 
a n d  prosthetic ability, a t the service o f  the mul- 
titudies o f  suffering people, victims o f  w ar a n d  
now the victims o f  wars fou g h t on the roads, 
should  not be treated with co ld  celebrative ra  
tionality.
The location o f  the R izzoli Institute, that has  
grow n arou n d  the ancien t cenoby o f  the Olive- 
tan fathers, a n d  the recent arciep iscopal ex  
sem inary by the will o f  C ardinal Lercaro, con  
stitute a  challenge to the m odern urbanistic ra  
tionality o f  p lan n ers o f  hospitals a n d  o f  centers 
o f  research. A nyone w ho rides in a  c a r  up this 
hill can n ot but think— when parkin g— that this 
was not the most rational urbanistic solution. 
A nd yet despite problem s related  to traffic a n d  
parking, this hill with its incom parable b a l 
conies overlooking the city rem ains in the heart 
like a  refin ed  privilege f o r  an yon e who loves this

scen ic context even when there is h ard  work to 
do, o r  pa in . A nd in fa c t  (allow  me to digress) 
on e o f  the unpredicted events within the cele 
bration o f  the cen tennial regards precisely the 
scenery. Enjoyment o f  the hilly a n d  urban  
scenery that over the centuries encouraged  
popes, m onarchs, a n d  authorities o f  a ll sorts to 
ascen d  the marvellous hill o f  San M ichele in 
Bosco just to g a z e  at the incom parable p a n o ra  
m a o f  Bologna, is today, precisely during the 
y e a r  o f  the centennial, relau n ched  a n d  intense 
ly corroborated. A p an oram ic  view with no 
equal, overlooking Bologna a n d  its surround 
ings, is now availab le  to anyone who ascends to 
the am ple r o o f  o f  the new fou rth  f lo o r  o f  the hos 
pital, a  r o o f  also m eant f o r  the b r ie f restoration 
o f  those convalescing a n d  their fam ilies.
But the fasc in ation  a n d  the calling thick with 
the cen tenn ial must also be penetrated  fro m  a  
m oral po in t o f  view. How m uch sacrifice, gen  
erosity, light o f  reason a n d  assiduous accum u 
lation o f  theoretical a n d  p ractica l knowledge, 
how  m uch suffering, how  m any persons with 
in jured limbs a n d  spines have a ll been brought 
b ack  to a  n orm al o r  near-norm al life by the 
work o f  surgeons, anaesthetists, radiologists, 
etc., with the a id  o f  nursing staff, technicians, 
a n d  physica l therapists.
O f course the unraveling o f  so m any professions 
has not over the course o f  time been exempt 
fro m  calculation  a n d  plotting, fro m  schools 
a n d  corporations, fro m  internal disputes. But 
this, too, is life.
From, inside to outside, the celebrative memory 
shou ld  not forg et the p a th  taken by the m anage 
m ent a n d  the adm inistration o f  Rizzoli, with 
the contributions o f  generations o f  adm inistra 
tors, scien tific directors, g en era l secretaries, 
a n d  health m anagers, within the variegated  
events o f  relationships between the hospital a d  
ministration, the municipality, the province o f  
Bologna, a n d  the university.
A nd this is the case before a n d  after the change  
in 1981, the y ea r  in which the Institute was rec 
ogn ized  as a  national institute o f  hospitaliza-



lion a n d  treatm ent o f  a  scientific nature, on e o f  
those am biguous bodies, that at one time d e  
p en d ed  on the regions a n d  the ministry o f  
health, that p erhaps in the fu tu re  will deserve a  
nation al institutional re-thinking. (Also be 
cause it is on the IRCCS that m uch o f  the b io  
m ed ica l research a n d  excellent health assis 
tance depend, research a n d  assistance that d e  
serve to be reconsidered  in the hoped-for reor 
gan ization  o f  a ll research in science a n d  tech 
nology in Italy). The involvement o f  m ed ical 
a n d  n on-m edical s ta ff  a n d  non-m edical scien  
tific s ta ff  in scientific a n d  clin ical research is so 
ingrained in the life o f  Rizzoli that with the ex  
ception o f  the solem n meeting o f  Ju ly  5, 1996  
with the H ead  o f  State Oscar Luigi Scalfaro p r e  
sent the celebrations a re  a ll or nearly a ll w orked  
out in scientific meetings m any o f  which with 
in ternational participation .
At Rizzoli, m any persons o f  talent, som e o f  great  
talent, involved in research as in m ed ica l a n d  
non-m edical professions a re  cultivating scenar 
ios a n d  projects f o r  a  fu tu re  Rizzoli. Rizzoli is 
the work p la c e  o f  m any persons that seek  exper 
im ental innovation, although I  was surprised to 
f in d  that our very best experim ental scientist 
physicians do not want to rem ain  f a r  fro m  the 
p a tien t’s b ed  a n d  the operating room. And  
m any peop le  involved in assistance a n d  in the 
adm inistration intend to work on the organ iza  
tion a n d  the budget, despite this difficult m o 
ment in pu blic  health fin a n ce .
We, the world o f  Rizzoli, a r e  experiencing the 
y ea r  o f  the cen tennial as i f  it w ere an  overall 
condition  o f  spirit that does not occu rfrequ en t 
ly: we a re  p ro jected  towards the arduous, d e 
sired  transform ation fro m  “d.lvo 5 0 2 /’8 2 ” with 
the daily  b e lie f that we must change various, 
a n d  not m arginal, cogs in the wheel, as the 
wheel, the great old  wheel o f  Rizzoli is still stuck 
in the mud.
I  think that it is im portant to stop the temptation  
to read  the celebration  o f  the cen tenn ial p rev a  
lently in a  fu tu re  key, the key to the fu tu re  that 
led  us, som ew hat seriously, som ew hat facetiou s 

ly, to speak o f  a  first centennial!
We must stop a  m om ent a n d  reflect, think on the 

p ast that we celebrate. In this lies the overall 
sense o f  this very thick volume. It has been ob 
served that the w ord “m ed icin e” is etymologi- 
cally related to the root o f  Ind-European origin 
med, fro m  which  mediation a n d  meditation 
a n d  medication derive.
We m ay instead m editate through a  reading o f  
the praisew orthy contributions to this volume on 
the historical events— m uch before the first one- 
hu n dred  years that we a re  now celebrating— 
that took p la c e  in San M ichele in Bosco, on the 
paintings, the architectural a n d  scenic wealth, 
a n d  on the books, documents, surgical instru 
ments, etc. The volum e’s very g ood  analysis o f  
testimonies o f  the past centuries holds a  p lace  in 
the current celebration also because it m arks a  
fu tu re  com m itm ent to a  m useographical ex  
ploitation, a n d  this com m itm ent is a  p art o f  the 
cen tennial celebration.
When the wards a n d  the related infrastructures 
that still occupy the m onum ental edifice o f  San 
M ichele in Bosco have been (quickly) trans 
fe r r e d  to the new hospital the building o f  which 
is a t an  advan ced  stage, we, my successors, will 
have to exploit the m onum ental edifices o f  San 
M ichele in Bosco. This must be so to provide a  
conservative a n d  culturally utilizable site f o r  so 
m any documents, a n d  artistic a n d  archeologi 
ca l treasures o f  orthopaedic science, which are  
not currently accessible to scholars a n d  visitors. 
To this regard, Elio G arzillo’s contribution to 
the text deserves mention. The author, probably  
going against the grain, em phasizes the merit o f 
the operative use, even f o r  current needs, o f  a r  
chitectural com plexes fil led  with history a n d  sig 
n ificant fo r m a l a n d  architectural qualities. 
G arzillo’s thesis with his authority as superin 
tendent o f  the environm ental a n d  architectural 
heritage in Bologna a n d  Em ilia constitutes the 
implicit consecration o f  the happy anom aly o f 
the location o f  the Rizzoli Institute, in relation  
to the apparently too rational m acroarchitec- 
tural projection.



Our com m em orative m editation must privilege 
the g ran d  history o f  Rizzoli as a n  institute o f  or 
thopaedic surgery. To this regard the volume 
contains the appreciab le essay o f  the illustrious 
surgeon Francesco Delitala, a n d  the new  con  
tribution o f  an other great surgeon, the current 
scientific d irector o f  the Institute, M ario Cam- 
p an acc i.
I  do  not know  whether R izzoli’s  services o f  d iag  
nosis a n d  orthopaedic surgery, with the an n u a l  
specialized  im plantation o f  abou t 1,000 jo in t  
prostheses, a n d  the reim plantation o f  special 
prosthesis, will continue to be the absorbing task 
o f  the fu tu re  o f  the hospital.
From  the outside, but also fro m  the inside o f  
Rizzoli (two laboratories have been  in use f o r  
the past several years f o r  gen ic research) there 
a re  those who po in t to the fu tu re  alternative 
route o f  gen ic therapy. Also tendentially, in 
p la c e  o f  invasive surgery. Thus, there a r e  those 
who avenge the prim acy  o f  basic research a t  a  
m olecular a n d  cellu lar level, particu larly  in the 
treatm ent o f  tumors, even a t the p rice  o f  em ar- 
ginating anti-neoplastic treatment, traditional 
chem otherapy, h orm on e therapy, a n d  p h o  
totherapy, fro m  radiotherapy to laser therapy. 
Even as a n  attentive laym an I  am  not very in  
clined to fo llow  these hegem on ical exclusivisms 
in fa v o u r  o f  gen ic research. It is how ever im  
portan t to know  that the cen tennial celebration  
does not at a ll see the R izzoli m ed ical wisdom  
an ch ored  to the closed defense o f  consolidated  
scientific paradigm s. Rather, it is moving to see  
in our researchers a n d  operators that constant 
interest in the presen t a n d  future, that is an  in 
terest in the greatest possible g lobalization  o f  
their research, a n d  the freq u en t international 
recognition o f  a ren as  o f  innovation.
In conclusion, I  w ould like to em phasize several 
gen eral lessons that a re  not to be lost, a n d  that 
a r e  written in the text.
In the first p lace, the most excellent periods were 
those characterized  by the g u id an ce  o f  surgeons

ivho intended to collect the best o f  technological 
a n d  scientific progress o f  their times, not cir 
cum scribed to surgery. Rizzoli has always been  
a  p la c e  o f  experim entation o f  the most signifi 
can t novelties o f  the m odern industry starting 
fro m  the use o f  electricity, to en d  with photogra 
phy  solely f o r  radiologic purposes. It seems that 
this inheritance was p ick ed  up a n d  developed  
by the current Rizzoli.
Despite a  shortage o f  funds, Rizzoli is currently 
avant g ard e  not only in Bologna f o r  its use o f  
m any new technologies (with p ion eer  experi 
m entation in ISDN a n d  ATM), a n d  the use o f  
computers a n d  robots to a id  surgeons.
The other line o f  continuity with tradition con  
sists in the constant bringing together o f  experi 
m ental research a n d  assistance. This is tradi 
tion trasform ed into innovation, with the con  
stitution o f  seven m ixed departments that gath 
er  together by them e scientists o f  experim ental 
research a n d  operators centered  on assistance, 
university professors a n d  hospital staff.
Finally, I  w ould like to m ention another lesson 
fro m  the past which the book implicitly but dif- 
fu sed ly  stresses. The lesson or  teaching that the 
Rizzoli Institute can n ot be separated  fro m  the 
cenoby  o f  San M ichele in Bosco. The cenoby  
can n ot be im poverished i f  the Institute is to be 
strengthened. Thus, m editation on the events 
that we celebrate urges m e to express the need  to 
relaunch the autononm ous, the ecclesiastic 
cenoby, as  the site o f  spiritural study related to 
the treatm ent o f  the ill. Treatment cann ot be 
high-quality (in this respect since 1993 Rizzoli 
has been  a  p ion eer  in Italy) i f  therapeutic ratio 
nality is not hu m an ized  by pietas a n d  by em  
pathy  between m edical s ta ff  a n d  patient. These 
values have alw ays sunk their roots in the p er  
son a l religiousness that is in any event pursued.

Achille Ardigo
Provisional Adm inistrator 

o f  the P izzoli O rthopaedic Institute



N um erous m onastic structures (in Emilia 
a n d  elsewhere), even ones that a re  large 
in size a n d  o f  significant fo r m a l a n d  

architectural qualities, because o f  changes that 
have occurred  overtim e a n d  in society, a r e  cur 
rently not used or  not used enough.
Others a re  characterized  by uses that m ay easi 
ly be d efin ed  “im proper”. On the other hand, the 
creation  o f  a  com patibility (harm ony) between  
com plexes brim ming with history a n d  tradition  
a n d  current dem ands, often apparently too ra  
tional a n d  too lim ited f o r  structures born o f  d e  
voutness a n d  creative force, m ay not be easy, 
a n d  it m ay not be im m ediate. A nd “fru it io n ” is 
often interpreted as “exploitation; ” like a  fu n c  
tion above a ll a im ed  a t augm enting the social 
value o f  use a n d  consumption. Thus, fro m  
growth in the sca le o f  dem ands a n d  values, we 
move towards econom ic value as value o f  use. 
The utilization o f  m onastic structures f o r  hospi 
tals, in particular, has always been seen in neg 
ative terms tout court. Suffice it to reflect on  
som e o f  the inauspicious nam es given (Ospedale 
degli Incurabili, m ean ing Hospital f o r  the Un- 
treatable, Ospedale dei Pellegrini, that is, Hos 
p ita lfo r  Pilgrims), or  the well-known Sienese ex  
am ple o f  S. M aria della Scala, d efin ed  by Cesare 
B randi (since 1968) “a  Museum degraded  into 
a  hospital. ” A nd it was hoped  that only “new  
types o f  treatm ent through m edicine o f  the spir 
it know n as cu lture” w ould be p racticed  there 
in, while the absolute “n eed ” to restore its walls 
a n d  f r e e  it fro m  tam pering the result o f  “im pro 
priety o f  use" was em phasized.
Brandi concluded: “The Pellegrino must be view 
ed  as a  museum, because it indeed  is a  museum. ” 
The case o f  the Bolognese m onastery o f  San  
M ichele in Bosco is quite different; a fter the sup 
pression o f  the Olivetans it h a d  several fu n c  

tions, until one hu n dred  years ago when it be 
cam e the R izzoli Orthopaedic Institute. And  
since then it has grown, a n d  the symbiosis be 
tween m onastic com plex a n d  hospital structure 
has ofttimes been  confirm ed, the two having  
been  ab le  to live together in a  m an ner that was 
carefu lly studied a n d  that has been uniquely  
satisfactory, as  cou ld  a lready  be perceived  in 
the contents o f  the first report by the deputation  
o f  the Provincial Administration o f  Bologna (G. 
Bacchelli, 1895). O f course, the project was 
characterized  in every aspect by innovative a n d  
qu alified  work that fro m  the very beginning 
m ade the Institute an  avantgarde hospital, em  
phasizing  the im portance o f  the com plicated  
plan n in g  a n d  accom plishm ent o f  a  structure o f  
that k in d  within an  ancien t m onum ental com  
p lex  that originally was a  monastery.
We w ere very f a r  fro m  1975, the y ea r  in which 
the European Charier on architectural heritage 
indicated  “integratedpreservation ” as being an  
im portant aspect o f  the safeguarding o f  histori 
ca l edifices. A nd this was to be obtained  
through the jo in t use o f  the theory o f  restoration 
a n d  the determ ination o f  appropriate functions, 
with a  n e ed fo r  coherence a n d  compatibility be 
tween physical container a n d  activity carried  
out therein.
But at the end  o f  the nineteenth century in 
Bologna it was already possible-given theform -to  
determ ine an  econom ic a n d  m anagerial basis 
com patible with fo rm a l values, aim ed at the fu n c  
tional reinsertion o f  a  great complex within the 
social context, respecting the need fo r  coherence 
as well as f o r  compatibility between physical con 
tainer a n d  activity carried out therein.

Elio Garzillo
H ead  o f  the Environm ental 

a n d  A rchitectural Property Service



T he Rizzoli O rthopaedic Institute is 100  
years old  a n d  the com m em oration  coin  
cides with my presidency  o f  the Italian  
Society o f  Orthopaedics a n d  Traumatology.

I  am  m oved a n d  p ro u d  to participate in the cel 
ebration  as president: l a m  m oved becau se I  d id  
my profession al training a n d  spent m uch o f  my 
life in the Institute—I  am  p ro u d  because to cel 
ebrate the Institute m eans to hon or Italian  or 
thopaedics.
The Rizzoli Institute “crea ted ” orthopaedics a n d  
diffused  it throughout Italy with the help o f  its 
followers, as well as throughout the world, with 
the scientific a n d  p ractica l exportation o f  its 
cultural a n d  organ ization al reality.
The success a n d  renown that the Institute o f  San  
M ichele in Bosco has alw ays h a d  in national 
a n d  international orthopaedics represent a  
unique a n d  sought-after synthesis between the 
strong personalities o f  great masters a n d  the ex  
cellent political a n d  organ izational ability o f  il 
lum inated administrators.
Codivilla, Putti, Delitala, Zanoli, Paltrinieri a ll 
directed  Rizzoli fu lly  aw are  o f  a  totalizing task,

o f  an  adventure, a t  times a  lacerating one, that 
w as alw ays intense a n d  fascinating.
For the masters o f  the past a n d  f o r  those o f  the 
presen t it has alw ays been a  constant a n d  all- 
encom passing bet, won in the creation a n d  a c  
com plishm ent o f  avant g ard e  surgical tech 
niques, in the constant com mitment to re 
search, in the creation  o f  well-trained m edical 
s ta ff  in the diffusion o f  Italian  orthopaedics the 
w orld over.
The p rov in cia l adm inistration o f  Bologna an d  
the university have always encouraged  projects 
a n d  initiatives, a im ed  a t m aking the Institute 
both well-known a n d  efficient, a n d  above all 
with the purpose o f  providing the patien t with 
the best possible health care. The one-hundred  
years o f  success o f  the Rizzoli Institute is thus a l 
so the success o f  the city o f  Bologna, a n d  sets the 
stan dard  f o r  the continuation o f  that positive, 
collective work o f  continuous progress o f  the In  
stitute.

Mario Gandolfi
President o f  the Italian  Society 

o f  O rthopaedics a n d  Traumatology
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Foreword

IgT"^ or  m any years the R izzoli Institute was 
i M  without a  volu m e capab le  o f  adequately  

J L  represen ting it in a ll o f  its complexity, ex  
ploiting its particu lar characteristic as “m onu 
ment o f  s c ien ce” born within a  m onum ent o f  
the art a n d  the spirit: a  volume in which the Riz 
zo li Institute cou ld  be described  through n arra  
tion a n d  the m any im ages o f  its extraordinary  
historical, artistic, a n d  scientific heritage.
Tloe last publication , the only one written with 
this sam e intent, was that ed ited  by Renzo Ren- 
z i in 1971, ivhich is now out o f  print a n d  d iffi 
cult to fin d ; we thus d ec id ed  to use that volume 
as a  basis f o r  ours, in order to obtain  a  text that 
was enriched  a n d  up-dated, a n d  with the sam e  
success as the previous one.
The volume is d iv ided into two parts, also fro m  
a  graphic po in t o f  view. The first part, devoted to 
historical essays, includes the prin cipal articles

o f  the 1971 volume (Roversi, Cervellati, Roli, 
a n d  Delitala), that have been  re-read  a n d  up 
dated, a n d  to which two new articles have been  
added : on e on the complexity o f  the events o f  re 
structuring work that led to the transform ation  
o f  a  m onastery into one o f  the most m odern hos 
pitals in the world, a n d  one on the evolution 
a n d  conquests o f  orthopaedics a n d  traum atol 
ogy’ over the last 100 years.
The secon d  section o f  articles is instead devoted  
to an  in-depth analysis o f  the rich heritage that 
the Institute contains, in terms o f  both the histo 
ry o f  science a n d  the history> o f  art, dealt with in 
short, accu rate  essays by a  series o f  specialists in 
the various fields.
We also wish to thank Prof. Achille Ardigo a n d  
Prof. Leonello Ricci whose com m itm ent a n d  en  
thusiasm have m ade the publication  o f  this vol 
um e possible.

A.C.-A.M.B.B.
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Giancarlo Roversi

/iew of San Michele 
n Bosco in an XVIIIth 
:entury engraving.

and to linger a few days in a comfortable 
place, I thought you might stay in Bologna in 
the monastery located outside the city, in San 
Michele in Bosco, a delightful, fresh place...” 
(Annibal Caro, Letter to Cardinal Carlo Bor- 
bone of Vendome, Rome, July 1, 1355)

mong all of the monuments of Bologna 
the wondrous complex of San Michele 
in Bosco is perhaps that which can 

boast of the greatest literary fortune, and which 
has most fascinated even its most demanding 
guests over the centuries.
Its greatest attractions were certainly the sylvan 
and agreeable nature of the location, testified to 
by the name of the hill itself, which originally 
was even more spectacular than it is today, as 
well as its dominant position with a view span 
ning the nearby hills, covered with rich vegeta 
tion, and lost at the horizon reaching as far as the 
boundaries of the Po Valley, and perhaps even 
the Adriatic Sea (but this may just be a tale told 
by the people of Bologna to the first tourists, by 
whom it was, of course, repeated).
And to complete the scene is the superb panora 
ma of the city, erect with towers and bell towers, 
and similar to a pale red island emerging from 
the green sea of the plain. In addition to its en 
chanting environment the hill of San Michele of 
fered visitors the spectacle of one of the most im 
posing and solemn monastic complexes in Italy, 
a conspicuous and luminous example of the 
Olivetan order’s fervent love of art, and of its 
pride in building convents that always ex 
pressed a sense of what was beautiful, what was 
grandiose, that was difficult to emulate.

"... it delights with its charm, causes admira
tion with its majesty, and its comforts are 
pleasing... ”

Because of its singular attractions the monastic 
complex was chosen by popes, sovereigns, 
princes, commanders, and noblewomen as a 
serene place to stay during their sojourns in 
Bologna, or as a place of repose after the exploits 
of war. It also served as a summer residence for 
cardinals and bishops and as a safe and healthy 
place for popes and ecclesiastical dignitaries to 
stay in when the scourge of epidemics twisted 
through the city. Thus, the hill of San Michele be 
came an important place in the itinerary of all of 
the most distinguished Italian and foreign per 
sonalities on their way to Bologna.
The success of the location in the past in terms of 
its tourism was also emphasized by Giuseppe 
Maria Vidussi, a noble and erudite Venetian, a 
guest in 1701 of the Olivetan convent, in a letter 
addressed to an unknown foreign correspondent 
who had been to Bologna some time before:

“Thus, Your Most Excellent Highness passed through 
Bologna but did not go to see the remarkable 
monastery of San Michele in Bosco? How is this pos 
sible? The happy memory of Pope Clement VIII, reac 
quired at the Holy Site of Ferrara, spent only three 
days in Bologna, and one of these he spent in enjoy 
ing the pleasant sojourn of this sacred enclosure, and 
every foreigner that arrives in this city comes to ad 
mire it. And to be truthful, as a whole and in all of its 
parts it delights with its charm, causes admiration 
with its majesty, and its comforts are pleasing. Four 
things are to be admired in this famous complex: the 
delightfulness of the location in which it lies, the 
paintings that in every corner reveal the marvels of 
art, the dormitory along the length of which the tri 
umphs of human power and diligent cleanliness (a 
singular prerogative of the people of Bologna) may 
be observed. If you had walked in a direction leading 
away from Porta San Mamolo, you would have dis 
covered it, majestic on a hill, reached by a delightful
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and carefree ascent, vulgarly called ‘la ratta,’ at the 
end of which is a beautiful and comfortable staircase 
leading to a wide, open space that serves as a square 
for both the church and the monastery.”

The hill of San Michele was also an important 
strategic objective for both the outrage against 
and the defense of the city. Hence, over the cen 
turies its height was often the stage of episodes of 
war, and around it were set up bulwarks, bas 
tions, ditches and other types of fortification, 
while the monastery was often occupied by com 
manders and their severely wounded soldiers. 
During times of tormented crisis illustrious men 
of arms stayed in the cenoby: these guests could 
hardly have been desired, and must have been 
regarded with suspicion, but their presence con 
tributed to enrichening the cursus honorum  of 
the site. Thus, the protagonists of the historical 
events of San Michele were not just famous artists 
who left admirable works in the cenoby, but reli 
gious zealots, models of Christian erudition and 
piety, distinguished orthopaedists who bestowed 
international resonance on the institute that was 
founded in the ex-convent, but also sovereigns, 
popes, princes, and other notables who in peace 
or in war ascended to San Michele in Bosco testi 
fying to its strong force of attraction.

The sojourn of Pope Gregory X

The oldest of the illustrious visits to San Michele 
in Bosco recorded in chronicles dates back to 
1273- During that year Pope Gregory X, on his 
way to Lyon to take part in the Council to pro 
mote the reconquering of holy places occupied 
by Muslims, stopped in Bologna and stayed in 
San Michele for a short period of time. In fact, in 
the Historia m iscella published by Muratori we 
read that “p a p a  Gregorius X  eundo Lugdunum  
transivit p e r  B ononiam  de m ense septembris et 
hospitatus est in Sancto M ichaele in Luco au t in 
Busco.”
The news is repeated in greater detail by Ghirar- 
dacci, who writes that from Florence, the pontiff 
“after resting in Mugello with Cardinal Ottaviano 
Ubaldini, came to Bologna where he was re 
ceived with greatest honor, and as was his wish 
he was given accomodation with his entire court 
at San Michele in Bosco and after three days he 
left to go to Milano.”
The cenoby, which at that time was surrounded 
by a much more luxuriant vegetation than at 
present, belonged to a religious order that lived 
according to the rules of St. Augustine, and that

constituted a rich and important community. 
The structure of the building must already have 
been vast and noble if it was capable of acco 
modating a pope with his numerous suite.
As a sign of his gratitude for having been re 
ceived, the pope was generous with exemptions 
and privileges in favor of the monks, to whom 
he even granted a new canonical state, all seem 
ing to definitively and reliably confirm the news 
of Gregory X ’s sojourn in San Michele in Bosco. 
In memory of the pope’s stay two inscriptions 
may be found in the monastery located at the 
foot of the staircase and in the passageway be 
tween the first and the second cloister.

Cardinal Egidio Albornoz

Halfway through the fourteenth century, after a 
long period of peace, the Augustinian cenoby 
went through one of the most difficult moments 
in its history. The terrible plague that in 1347 had 
infested Europe one year later also struck San 
Michele, causing the deaths of nearly all of the 
members of the order. Soon after Giovanni 
Oleggio, the natural son of Giovanni Visconti 
and the despotic governor of Bologna, which at 
that time was under the domination of the “Sig 
nori” of Milano, in an attempt to resist the pon 
tifical army that had come to free the city, occu 
pied the high location with his own soldiers and 
transformed the convent into a small fortress.
It was precisely in these tormented circum 
stances, in 1360, that another distinguished per 
sonality, strangely enough ignored in the 
epigraphs and by scholars of San Michele, came 
to visit. This was Cardinal Egidio Albornoz, one 
of the brightest political and legal minds of the 
Church, who, from 1353 to 1367, as a papal 
legate in Italy, brought back to the obedience of 
the Holy Church the territory of the Marche and 
Romagna regions that had fallen into the hands 
of short-lived and unruly country gentlemen.
His stay in San Michele in Bosco, to which, 
among other things, the foundation of the Col 
lege of Spain is due, goes back to 1360, and is re 
membered by the ancient historians of Bologna. 
The contemporary chronicler Matteo Griffoni, in 
his M em oriale historicum  refers: “die vero XXVII 
d ied  mensis (octobris) Dominus Aegidius cardi- 
nalis et legatus praedictus venit a d  monasteri- 
um fratrum  sancti M ichaelis d e Busco prope  
B ononiam .”
However, it is once again Ghirardacci who re- 
evokes the event, rich in precious details on cus 
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The city of Bologna 
and the churches 
of San Michele in Bosco 
and the Madonna 
del Monte in a XVIth 
century engraving.

toms, quoted in its entirety, as it faithfully and 
with subtle humor restores the climate of the 
event.

While the city of Bologna was in revolt to honor the 
entrance of Cardinal Egidio, the image of Pope Boni 
face located in the frontispice of the palace was em 
bellished, and the amis of the Church were therewith 
painted. All of the streets were adorned pompously, 
beginning with the gate of San Mama through which 
he was to have entered and gone as far as the Cathe 
dral of San Pietro. The nobles of the city all dressed 
richly and the soldiers adorned themselves with shin 
ing arms. And the Legate, leaving from Castello San

Pietro, arrived in San Michele in Bosco on October 27, 
where he rested that entire night. The next morning, 
after hearing the Mass, Cardinal Egidio walked to the 
roots of the hill towards the city where he met a very 
noble group of young men in livery, behind which 
was a carriage all decorated in silk and gold on which 
were eight citizen ‘dottori’ and just as many noblemen 
who were holding the banners of the Church of the 
Legate and of the city of Bologna, pulled by four oxen 
decorated in scarlet and fringes of gold, and the driver 
of the carriage was dressed in the same livery. After the 
carriage, came the sixteen Antiani with the praetor of 
the city, all clad in togs of silk, and behind them pages 
and other servants all dressed in scarlet. They were fol 
lowed by musicians with various musical instruments 
and then Vice Rector Bonifacio with all of the nobility 
of Bologna, as all of the members of the church were 
divided along the way holding spiritual banners, and 
the joy and the glee and the ringing of all of the bells 
of the city were so great that it was evident that the city 
had never experienced so much magnificence and 
magnanimity. When the Legate arrived at the foot of 
the hill, he rode on horseback under the canopy bome 
by the noblest youths of the city according to the dis 
tribution of the aforementioned groups. Four others 
held the reigns of the horse, surrounded by very noble 
and richly decorated noblemen. With breath in the 
trumpets and force in the drums, he triumphally ar 
rived at the gate of the city, where he received a beau 
tiful and learned oration recited by Beccarello, the son 
of Antoniolo di Bertuccio Bentivogli.

The image that the proud, porporate Spaniard 
must have had of San Michele in Bosco could not 
have been a very edifying one because of the state 
of abandonment of the the convent, reduced to a 
gloomy fortress, and because of its devastation at 
the hands of Oleggio’s soldiers. But perhaps he 
did receive some consolation as he proudly con 
templated the city finally reconquered and pros 
trate at his feet. The old cenoby, however, was 
destined to soon once again rise to a new life, 
thanks to the settlement in 1364 of the Olivetan 
monks who had been living in Bologna in the 
Borgo dell’Oro for several years. Their transfer to 
San Michele in Bosco marked the beginning of the 
great success of the sacred complex, that was en 
larged and enriched by precious works of art, to 
become, in the words of Giacomo Spon, a French 
voyager of the XVTIth century: “the most pleasant 
place to do a comfortable penitence.”

The Marquis Nicold HI d’Este 
and Pope John XXIII

Just at the end of the fourteenth century, on 
March 22, 1400, the Marquis Nicold III d’Este of
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View of San Michele 
in Bosco in an XVIIIth 
century engraving.

Ferrara was a guest of the convent; he had come 
to Bologna to dissolve a vow to the Madonna del 
Monte, venerated in the sanctuary of the same 
name located on the hill where Villa Aldini can 
still be seen today. The reason for the voyage 
would have us imagine the young marquis (he 
was then eighteen years of age) absorbed in mys 
tic meditations and shy of mundane commit 
ments. And instead the devout pilgrimage pro 
vided him with the chance to take part in several 
convivial reunions, among which one organized 
precisely by the uninhibited Olivetan monks. 
The visit of Nicolo III d’Este has also been forgot 
ten by historians of San Michele, and it does not 
appear among the commemorative epigraphs, al 
though it is clearly attested to in the ancient 
chronicles.

On March 22, again it is Ghirardacci who informs us, 
the Marquis Nicolo a nobleman of Ferrara and Mod 

ena came to Bologna for a vow that he had made at 
the church of Santa Maria nel Monte just outside the 
gate of San Mama. He was eighteen years of age and 
he stayed in the monastery of San Domenico where 
he was presented with precious gifts from the Senate. 
The next Wednesday he dined in the palace with the 
Antiani, the day after with the monks of San Michele 
in Bosco, and the remaining day with Nanne di Gab- 
bione Gozzadini and with Bonifacio in Strada Mag- 
giore. After visiting the aforementioned Madonna, 
the Marquis made an offering in the form of a large 
wax statue and much money for alms, and the next 
morning he left for Ferrara.

A few years after the visit of Nicolo d’Este the by 
then famous Olivetan cenoby was visited by the 
antipope John XXIII, at the time Baldassarre Cos- 
sa, an ambitious Neapolitan cardinal, greedy for 
money and power. During his youth he had been 
a ruthless soldier and a sailor, after which he had 
chosen the ecclesiastical life, becoming a cardinal
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in 1402. Nominated legate of Bologna the year af 
ter by Boniface IX, he was distinguished for his 
despotism and his arbitrary rule. When Alexander 
V, a pope who had been elected by the Council of 
Pisa to put an end to the schism of the west, died 
in Bologna on May 3, 1410 “not without suspicion 
of poison,” Cossa’s plotting led to a thick web of 
intrigue and threats. He was thus able to receive 
the papal tiara in the conclave held on May 17 in 
the Palace of the Podesta. The next day he was 
solemnly crowned in San Petronio amidst the re 
joicing of the dishonest.
Those were very tormented times for the Church 
in which the primacy was sought after by as many 
as three popes at the same time: Gregory XII, 
Benedict XIII, and our John XXIII, all deposed in 
1415 by the Council of Costanza that led to the 
election of Martin V. Although Cossa was a “vi 
cious and violent” pope, and an inflexible plun 
derer of the income of the congregations, church 
es and chapters, with the Olivetans in San Michele 
in Bosco he instead proved to be one of the most 
assiduous benefactors and protectors. From the 
year 1404 on, as legate of Bologna, he exonerat 
ed the monks from paying tolls and duties, and 
when he became Pope he exempted them from 
the taxes that were due to the Fabbriceria of San 
Petronio on every inheritance, and from all of the 
other taxes or duties in favor of the Holy See, 
sending any diatribe directly to the Curia in Rome. 
Thus, it may be understood why in Bologna in 
1410 while the plague was running rampant 
John XXIII found safe hospitality on August 31 at 
the monastery of San Michele. This is how Ghi- 
rardacci describes the episode:

At that time, the plague had struck Bologna and peo 
ple were dying, and the pontiff, advised by his physi 
cians, went to live in San Michele in Bosco, where the 
air was cleanest, along with five cardinals: the French 
Jean Marie Vivariense, Vice Chancellor Pietro Spagn- 
uolo, Giordano Orsino from Rome, Oddo Colonna 
and Lodovico de Fieschi, both from Genova. He 
stayed until September 14 and because the plague was 
building in strength, and as the pope doubted that be 
ing at the gates of Bologna he would have great diffi 
culty avoiding the visits of the nobility, he decided to 
leave and go to Castello San Pietro... a perfectly venti 
lated place; thus, after leaving San Michele in Bosco on 
the fifteenth of the month he went to the aformen- 
tioned castle accompanied by his cardinals, and the 
court stayed for forty-nine days until November 4.

Two engravings in San Michele recall the so 
journ of John XXIII: they are at the top of the 
staircase and in the passageway between the 
first and the second cloister.

Pope Eugene IV

After a period of serenity, during the first half of 
the XVth century, San Michele’s horizon sud 
denly grew dark. In 1430 the battles between the 
Canetoli and the Bentivoglio families for the su 
premacy of the life of the city led to a new occu 
pation of the hill, that was fortified by a power 
ful bulwark, while the cenoby, to avoid settle 
ment of the troops of Martin V led by Giovanni 
Caldora, was first set fire to and then burnt to the 
ground. After things had calmed down, the 
Olivetans, who had found refuge at Santa Maria 
della Misericordia near Porta Castiglione, decid 
ed that the convent would be rebuilt in the near 
future. And the right moment to do so came with 
the stay in Bologna and visit to San Michele in 
Bosco of another conspicuous guest: Pope Eu 
gene IV.
The arrival of the pontiff, on April 22, 1436, was 
looked upon with particular interest by the 
monks of San Michele who hoped to obtain gen 
erous aid.
The expectations of the Olivetans did not go un 
rewarded. The next year, during another sojourn 
in the city of San Petronio, Eugene IV—who 
among other things had been able to obtain thir 
ty-thousand ducats from the careless people of 
Bologna with the promise, never kept, to trans 
fer the council that had opened in Basel to the 
Two Towers— placed the first stone of the new 
Olivetan cenoby, destined to arise more splen 
did and richer than before. Nadi, an eclectic 
chronicler and master builder who took part in 
the reconstruction of San Michele, noted this in 
his diary:
“I remember how on August 7, 1437 work was 
begun to rebuild the church of San Michele in 
Bosco as was the will of Pope Eugene. The mas 
ters were Zoane Negro and Cristovalo de Za- 
nino, the builders and myself, Gasparo di Nadi, 
and we began under the direction of Cristo 
valo.”
In memory of Eugene IV’s arrival two epigraphs 
were placed in San Michele during the last cen 
tury. Only the one located in the passageway be 
tween the first and the second cloister can still be 
found today.
Reconstmction work on the monastic complex, 
thanks also to the generous offerings of the 
Bolognese regiment, quickly proceeded. In 1447 
the church must have been nearly complete if, 
on May 13, it could host the solemn consacration 
of Giovanni Poggi Bishop of Bologna by San- 
f  Antonino Bishop of Florence.
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Renaissance guests: Giovanni II 
Bentivoglio and Ercole I d’Este

The second half of the XVIIth century witnessed 
the continued embellishment of San Michele on 
which a light Renaissance breeze began to blow, 
also favored by the new political situation in 
Bologna, whose government was strongly con 
trolled by the Bentivoglio family. For this entire 
period there was an architectural renewal and 
an artistic awakening of vast importance.
The hill of San Michele was a very strong attrac 
tion to the illustrious guests that orbited around 
the Bentivoglio court, because of its formidable 
position and its artistic treasures. During their 
sojourns in Bologna, many went up the hill and 
stayed with the monks in joyous and succulent 
banquets. In fact, one of the epigraphs of the 
central cloister recalls the banquet at San 
Michele given by Giovanni II Bentivoglio in 
honor of Ercole I d’Este, a nobleman of Ferrara. 
The event is remembered in the chronicles of 
the times, from which we learn that the Duke of 
Este was accompanied by his brother Sigismon- 
do. Gaspare Nadi, with his picturesque and un 
grammatical prose, in turn reports that “on De 
cember 30, 1491 the Marquis of Ferrara Duke Er 
cole and Sir Sigismondo his brother came to pre 
pare the Yule log with Sir Giovanni Bentivoglio, 
and the first day he arrived he went to eat in San 
Michele in Bosco... and after he had eaten he 
went to the court of Giovanni. He stayed with 
him four days and then went back to Ferrara.’’ 
Ghirardacci, as usual, provides us with more in 
formation, referring that the Duke and his broth 
er “on the last day of the year came to Bologna 
and spent it in San Michele in Bosco, and in the 
evening they were accompanied to Bologna to 
the palace of Giovanni where they were acco 
modated.”

Military occupation and unwanted guests

At the beginning of the XVIth century the men 
acing shadow of Cesare Borgia’s troops loomed 
over Bologna: Duke Valentino, son of the pontiff 
Alexander VI, who seemed to impersonate cor 
ruption in the ecclesiastical environment at that 
time. After ousting the squires from Romagna 
and obtaining from his father the title of Duke of 
Romagna, Borgia did nothing to hide his hege- 
monical aims and his desire to rule Bologna, 
alarming the Bentivoglio family and their fol 
lowers, who immediately took the necessary 
countermeasures.

Once again the hill of San Michele in Bosco, be 
cause of its crucial importance, constituted the 
fulcrum of the defense strategy planned to duel 
against the fancies of Valentino. A massive bas 
tion was built alongside the cenoby making it 
impregnable before any seige. The son of Gio 
vanni II, Anton Galeazzo, Prothonotary Apos 
tolic and would-be cardinal, was brought to San 
Michele in Bosco in the spring of 1501 to over 
see the work of fortification; he stayed in the 
Olivetan convent for a few days, watching over 
the situation as it evolved. Nadi, who was a di 
rect spectator of the events, provided a brief pic 
ture of this delicate crisis, and of the presence of 
Anton Galeazzo in his Diario:
“I remember how on April 27, 1501 in the 
evening at 9 Sir Galeazzo Prothonotary and son 
of Sir Giovanni of Bentivoglio went to San 
Michele in Bosco and stayed there for fear that 
the enemies could take the hill, and fortification 
was built.”
The hill and the convent began to look like a 
stronghold swarming with weapons, while 
thousands of citizens from the various quarters 
of Bologna were mobilitated to dig trenches, 
raise bastions, and cut down most of the trees so 
that the sentries could watch over any military 
activity in the plain and in the surrounding hills. 
The first Libro delle M emorie of the Olivetan 
convent, which was at one time kept in the San 
Michele archives, but that can currently be 
found in the manuscript collection of the Archig- 
innasio, provides us with a detailed and unedit 
ed recounting of the frenetic military operations, 
and of the forced hospitality that the monks had 
to provide the Bolognese soldiers of the Armaz- 
zotto Ramazzotti command and to a contin 
gency of “ill-mannered men” from Modena invit 
ed by Eleonora Bentivoglio, the daughter of Gio 
vanni II and the wife of Gilberto Pio da Carpi, 
who reduced the convent to a “pigsty” even 
bringing several harlots there:

Insatiable men and full of ribaldry, they brought har 
lots to the monastery, they ate meat, and sang and 
played and danced throughout the house, even in the 
refectory, in addition to the disrespect and menaces 
with regard to the poor monks, to the point of plac 
ing a sword on one’s neck. If Ramazzatto’s men had 
not been there as they were departing, they would 
have ransacked and destroyed everything. And be 
fore the soldiers arrived Monsignor Galeazo di Ben 
tivogli came with about 400 men one evening, and 
they brought much artillery, and they all ate, and then 
immediately left, taking their artillery back to 
Bologna, and that evening Lorenzo Penachio arrived
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Views of the complex 
of San Michele in Bosco, 
engravings, 1776.

23



Facade of the church 
of San Michele in Bosco, 
engraving, 1776.
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with his company numbering 350 and they stayed the 
night and the next morning, and when they left, the 
aforementioned arrived, and damage to the 
monastery amounted to more than 1,000 ‘bolognini’ 
in bread, wine, cheese, wood, vegetables, eggs, 
chickens, oil, vinegar, legumes, that they ate and 
spoiled, in addition to hay, straw, ‘biada,’ and seed 
for the horses. And if we had not emptied the 
monastery and if we had not placed a cum novittis in 
side they would have damaged us even more.

With peace between the Valentino and the Ben 
tivoglio families, narrated in the Libro delle 
Memorie, that came about thanks to the media 
tion of Paolo Orsini, commander of the church at 
Borgia’s service, things returned to normal. Ac 
companied by Giovanni II, on October 30, 1502, 
Orsini reached San Michele in Bosco to observe 
the strong bastion erected by the Bolognese, 
and, in the words of Ghirardacci, “marvelled at 
such a great machine.”

Giulio II and Ramazzotto de’ Ramazzotti

With the death of Alexander VI the fortunes of 
the Valentino family rapidly declined, but the 
troubles of San Michele were destined to contin 

ue for some time. On the horizon, in fact, was the 
terrible ire of Pope Julius II, determined to send 
the Bentivoglio family away from Bologna and to 
reconquer the city of the Church. And even after 
the warrior pope— the one who Erasmus of Rot 
terdam, then a guest between Savena and Reno, 
called “a terrestrial Jove who thunders and tosses 
lightning against Bologna”—made his triumphal 
entrance into the city of the Two Towers on No 
vember 11, 1506, the hill continued to maintain 
the appearance of an invincible fortress, taking in 
a garrison of pontifical soldiers to discourage any 
drought of reconquest on the part of the children 
of Giovanni II and their partisans.
After accomodating many unpredictable guests 
the Olivetan cenoby returned to its ancient 
splendor, and on November 28, 1506 the exultant 
monks could invite Pope Julius della Rovere to 
dinner. Paride Grassi, of Bologna, master of cer 
emonies of the papal chapel, recalls the event in 
rich detail. Julius II ascended the steep slope of 
the hill on horseback in the manner of the com 
manders and arriving at the church courtyard he 
observed the bulwarks erected there by the “ben- 
tivoleschi,” stopping to look at the incomparable 
panorama that he must have admired many times 
before during his years in Bologna as a pontifical

24



The octagonal 
cloister, 1776.

legate. Ghirardacci’s report is similar, referring 
that “the Pope rode to San Michele in Bosco to 
see where the Bentivogli had built the bastion 
during the time of Pope Alexander and also to 
see the countryside.”
Julius II, who was profoundly impressed by the 
work of fortification and by the reception of the 
monks, returned on February 9, 1507, and, as re 
ported by the Olivetan historian Lancellotti, again 
remained for dinner “cum  cardinalibus viginti. ” 
The pontiffs two sojourns are recalled by Ghi- 
rardacci and by other authors, too, as well as in 
an inscription located in the upper dormitory to 
the left of the clock. In the east wing of the cen 
tral cloister there is a second epigraph that, 
along with the first visit of Julius II in 1506, re 
calls two others in 1510 and 1511, respectively. 
The new visit of the pope and of his court coin 
cided with the offensive triggered by Giulio II 
against Alfonso II d’Este, Duke of Ferrara, guilty 
of not having broken the alliance with the French, 
and thus declared to no longer aile over Ferrara, 
which, as a territory of the church was to immedi 
ately return to be ruled by the Holy See. Once 
again Della Rovere had thrown Saint Peter’s keys 
in the Tiber and taken the sword of St. Paul, be 
ginning a new military expedition that, as a first

objective, foresaw the conquest of Mirandola. 
During his long stay in Bologna, from where he 
directed the operations, Julius II once again 
went up to the Olivetan cenoby to get an idea of 
the efficiency of the work of fortification and to 
meet Ramazzotto de’ Ramazzotti, the valorous 
captain at the service of the church; the captain 
with his company had gone to live on the hill, 
constantly observing the city on which were 
pointed the revanchist goals of the sons of Gio 
vanni II Bentivoglio, with the support of the 
French militia of Gaston de Foix.
What Julius II saw in these circumstances was 
much different from that of his previous so 
journs when the celebrating monks and the 
sumptuous banquets awaited him. Since 1509, 
in fact, because of the constant skirmishes and 
the outrages at the hands of the soldiers and the 
political exiles, the Olivetans had abandoned 
the monastic complex, going to live within the 
city walls in the convent of San Bernardo in Via 
Arienti, that had once before welcomed them 
just after 1360 when they first settled in Bologna. 
Captain Ramazzotto alone was left to look after 
the cenoby, and from the height of the bell tow 
er he carefully watched any suspicious move 
ments of the soldiers along the underlying plain,
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as recalled in an engraving that may be found on 
the second floor of the same bell tower.
Among other unwanted guests present during 
those years at San Michele in Bosco were the 
Spanish soldiers of Antonio Salgada who, after 
camping out in the abandoned cloisters for a 
long time, pillaged the convent, threatening to 
burn it.

Cardinal Egidio Canisio from Viterbo

The adversities of war ended, and in 1514 the 
Olivetans returned to their cenoby and began 
work to erase the significant damage caused by 
continuous military occupation. Thus, a new in 
tense period of construction began, which was to 
lead to the re-building of the church and of the 
monastery, so that they were more in mne with 
the new artistic tastes of the times. An inscription 
that still exists in the church at the base of a col 
umn shows that in 1517 the religious community 
manifested its intimate happiness with peace re 
conquered and the reconstruction of the convent. 
While the Olivetan complex was still an active 
building site, Cardinal Lorenzo Campeggi, a 
Bolognese, Cardinal Bibiena and Cardinal 
Egidio Canisio from Viterbo, of the legations of 
England, France and Spain, respectively, ap 
pointed by Pope Leo X, arrived in the city. Fan- 
tuzzi writes, and this will be repeated by other 
authors at a later date, on April 29, 1518 Canisio 
was accomodated in the monastery of San 
Michele in Bosco renewing its tradition as a 
place of hospitality, and there would be other 
shining moments in the XVIth century. The new 
guest, who had been a general of the Augustini- 
ans and a successful ambassador for Julius II 
and for Leo X (who had made him a cardinal in 
1517), was well known in Bologna. Here, in fact, 
he had stayed in 1506 with Pope Della Rovere, 
leaving the vivicl recollection of his fiery preach 
ings, as confirmed by a memorialist who defined 
him “vir in ea  a rtep ra ed ica n d i expertissimus.” 
The cardinal’s sojourn in the Olivetan cenoby is 
immortalized in an engraving located in the cor 
ridor between the first and the second cloister.

Pope Clement VII
and the Emperor Charles V

Guests of a much different rank were those who 
went up to San Michele between 1529 and 1530. 
During those years Bologna was experiencing an

exceptional event, destined to remain memo 
rable: the solemn imperial incoronation of 
Charles V by the hand of Clement VII. The city 
was crowded with princes, ecclesiastical digni 
taries, noblemen and ambassadors of foreign 
states, who had come to pay homage to the pope 
and to the emperor. Many were curious onlook 
ers who had come from different places to watch 
the pompous ceremony and to participate in the 
great popular feasts held for the circumstances. 
On December 11, 1529, three days before the 
imperial crowning in San Petronio, Charles V 
personally came to see the monastery of San 
Michele, the fame of which had already reached 
him. The presence of the sovereign in San 
Michele is recalled in an inscription located at 
the foot of the staircase.
A second epigraph, located in the east wing of 
the central cloister repeats the news and (the 
source is unknown) declares three separate 
stays by the emperor in San Michele in Bosco, in 
1529, 1530, and 1532, respectively.
Pope Clement VII, too, according to a rather late 
tradition, was to have gone to visit San Michele 
during his stay in Bologna. This is asserted in an 
inscription, at one time in the upper dormitory 
and then lost, in which it was also added that the 
pope arrived on the hill in December 1529 fol 
lowed by twenty-eight cardinals.
A second inscription can still be found in the 
central cloister which sets Clemente VII’s so 
journs in the monastery at three, like those of 
Carlo V.
Although in his vast study on the incoronation 
Giordan does not mention visits in addition to 
that which took place in 1529, it is very likely 
that the two protagonists of the formidable event 
returned to visit San Michele in Bosco during 
their stays in Bologna between 1530 and 1532.

The Consecration to Archbishop 
of Alessandro Campeggi and the sojourns 
of Pope Paul III.

On July 31, 1541, as the chronicler Ranieri re 
calls, in the church of San Michele, in the pres 
ence of numerous prelates and of all of the no 
ble citizens, Monsignor Alessandro Campeggi, 
son of the famous Cardinal Lorenzo, was conse 
crated Archbishop of Bologna. The unknown 
“manager” of the Olivetan monastery at the time, 
forgetting for an instant to record the figures in 
the monastery register, offers this vivid testimo 
ny of the solemn occasion:
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I remember how on July 31, 1541 the Reverend Bish 
op of Bologna was consecrated in our church in San 
Michele in Bosco, at which consecration three bish 
ops intervened, that is, two Suffragean, one from Fer 
rara and one from Bologna, and a “ciocolante” bish 
op (that is, of the Order of the Zoccolanti Monks), 
and there was much nobility, and from there they 
went to the Palace of the Rossi family, located outside 
the gate of strada Castiglione, and at nine o’clock in 
the evening the Bishop, who was the legitimate and 
natural son of Cardinal Campeggio made his solemn 
entrance into Bologna.

A few months prior to this ceremony Pier Luigi 
Farnese, the son of the reigning pontiff Paul III 
and future First Duke of Parma and Piacenza had 
been a guest at San Michele in Bosco: “on April 
7, 1538,” Ranieri notes in his Diario, “Mr. Pietro 
Alovisio Farneso, the son of Pope Paul came to 
Bologna and stayed in San Michele in Bosco.” 
The visit of Pier Luigi Farnese, which was also for 
gotten by the Michelian inscriptions and by the 
historians, seems nearly to be a preliminary ac 
knowledgement made to verify the suitability of 
the location to welcome the papal court. In fact, it 
is a prelude to the repeated sojourns, between 
1541 and 1543, during Paul Ill’s visits to Bologna; 
he was one of the most distinguished benefactors 
of the Renaissance and one of the principal ad 
mirers of the Olivetan convent in Bologna.
Thus, after welcoming five pontiffs with their 
suites through the centuries, San Michele once 
again rose to the rank of papal residence, and 
the purple vestments of cardinals, the multi-col 
ored uniforms of Swiss halberdiers, and the var 
iegated and lively uniforms of courtesans, am 
bassadors, and noble visitors once again moved 
with hauteur within its walls.
As always, the picturesque and precious memoirs 
of the Olivetan archive provide the most curious 
and accurate information on the pontiffs so 
journs in Bologna and in San Michele in Bosco:

On October 1 Pope Paul of the Farnese family came 
to San Michele in Bosco during the morning on foot 
and he stayed the night and the entire next day and 
that evening he left, and on October 6 he left in the 
direction of Romagna...
... Pope Paul returned to Bologna in the year 1543 
and made his entrance on March 17 which was the 
Saturday before Palm Sunday, and on the third day of 
Easter he came to San Michele in Bosco with the car 
dinals. He stayed in Bologna about twenty days after 
which he left with a part of his court for Parma and 
then Piacenza; after several days he left and then fol 
lowed the Po River until he reached Ferrara... Mon 
day and Tuesday there was great feasting, and when 
it was finished the Pope returned to Bologna and to

San Michele where he stayed four days and on the 
eve of the Ascension he returned to Bologna and on 
the next Saturday he returned to the monastery 
where he stayed until Thursday.

In the lapidarium  of San Michele two inscrip 
tions may be found, one in the central cloister 
and the other in the dormitor, recalling the visits 
of Paul III to the Olivetan convent.
A few years after the sojourns of Pope Farnese, 
in 1547, with great pomp the Olivetan monks ac 
comodated two cardinals who had come to par 
ticipate in the Council of Trent; because of the 
plague that had struck Trent, that year the meet 
ing was transferred to Bologna in the Campeggi 
Palace, now belonging to the Bevilaqua family, 
in Via D’Azeglio, and in San Petronio. They were 
Cardinal Marcello Cervini—who in 1555 would 
rise to become pontiff taking the name Marcello 
II, and remaining in St. Peter’s position less than 
a month— and Cardinal Giovanni Maria del 
Monte, auditor of the Apostolic Chamber and fu 
ture legate of Bologna beginning in 1548. Their 
stay in San Michele in Bosco has been com 
pletely ignored by scholars of San Michele and 
by the corpus of epigraphs. The essential testi 
mony of the chronicler Ranieri gives us an idea:

On March 20, 1547, Sunday, two cardinals from the 
Council arrived, that is: Ioane Maria da Monte and 
Marcelo Cervino and they arrived in the direction of 
Porta Galliera and when they arrived at the Porta they 
turned out towards Porta Mascarella and they even 
went as far as the Porta of Via Castiglione and then 
they went to San Michele in Bosco. And the monks 
held a beautiful feast, because it was the eve of San 
Benedetto, ancl many people went there to see the 
cardinals because most of the people waited for them 
at Porta San Mamolo and the weather was good.
On March 22 Cardinal Santa Croxe arrived in 
Bologna, that is, Marcello Cervino, and he went to the 
home of Madonna Bartolomia da la Volta and he was 
coming from San Michele in Bosco.
On March 26 Cardinal Sispontino, that is, Ioanne 
Maria de Monte came to Bologna, and went to stay in 
the home of the Canpegi in San Mamolo and he was 
coming from San Michele in Bosco.

Annibal Caro praises San Michele in Bosco

The sojourns in San Michele by popes, sover 
eigns, princes, prelates, and other distinguished 
people in the public life of the past cause the al 
ready remarkable prestige of the cenoby dedi 
cated to the Archangel Michael to grow. If we 
add to this the assiduous and profuse care of the 
Olivetan monks in making the convent complex

27



Inside view of the entry 
to the monastery 
of San Michele in Bosco, 
engraving, 1776.

richer and more impressive (some of the most 
authoritative artists of the past did work in San 
Michele in Bosco, such as Vasari, who decorated 
the refectory between 1540 and 1541), it is easy 
to understand why from the second half of the 
XVIth century onward every foreigner travelling 
to Bologna added a stop in San Michele in Bosco 
to his itinerary.
Among those who were acquainted with the

scenic and artistic delights of the place was also 
Annibal Caro, one of the most famous men of 
letters and style of the XVIth century. In a letter 
written on July 1, 1555 in Rome, where he was at 
the service of Cardinal Alessandro Farnese, Caro 
is pleased to advise the French Cardinal Carlo 
Borbone of Vendome on his way to Rome to 
stop in San Michele in Bosco, which he briefly 
praises: “And to linger a few days in a comfort 
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able place, 1 thought you might stay in Bologna 
in the monastery just outside the city in San 
Michele in Bosco, a delightful, fresh place. And 
if you should decide to do so, we will inform the 
right person from here so that you are give all of 
the amenities that are fitting.”
During the second half of the XVTth century the 
Olivetan monastery was once again transformed 
into a swarming construction site filled with ar 
chitects, painters, sculptors and other artists. 
New fabrics were raised inside the sacred enclo 
sure: in 1567 another wing of the dormitory was 
finished; in 1588 Pietro Fiorini built the airy stair 
case; between 1587 and 1590, based on a design 
by Fiorini, the middle cloister known as “del 
pino” was erected, and immediately painted by 
Cesare Baglioni; in 1592 the monastery guest 
rooms were built, where Lodovico Carracci 
painted the monumental fireplace. New impor 
tant works followed, such as the novitiate, the 
abbatial apartment, the infirmary, and other 
rooms dedicated to the community of the monks.

The holiday of Cardinal Sfondrati

During the entire period in which work to en 
large and beautify San Michele was at its height, 
there was no news about visits to the cenoby. To 
find another important guest we must wait until 
1592 when to escape the hot air of the city, Car 
dinal Paolo Camillo (or Emilio) Sfrondati, the 
nephew of pope Gregory XIV, came to San 
Michele in Bosco; the pope had appointed him 
Secretary of State in 1590, and in 1591 he had ap 
pointed him to the legation of Bologna. His long 
holiday in San Michele, because it was indeed a 
holiday, can easily be explained if we consider

that the porporate also held the honorary office 
of protector of the Olivetan order. That is how 
the historian Vizzani recalls Sfrondati’s stay in 
Bologna, whose only purpose was that of 
searching for a substitute to govern the city 
which had remained vacant because of the sud 
den departure of the deputy legate:

Ferrante Farnese, Deputy Legate of Cardinal Sfron 
dati, on leaving for Bologna, without waiting for a 
successor to take his place, left the office vacant until 
Cardinal Sfrondati was appointed Legate; he stayed in 
the convent of the monks of San Michele in Bosco for 
several months, and then, after the heat of the sum 
mer had ended, departed, leaving Lorenzo Celsi of 
Rome, Bishop of Castro as Deputy Legate.

An inscription in the central cloister recalls the 
long sojourn of the cardinal within the welcom 
ing walls of the monastery.

The visit of Clement VIII

The XVIth century which was nearly at an end 
reserved yet another grand satisfaction for the 
Olivetan monks: the visit to San Michele by Pope 
Clement VIII. An epigraph in the central cloister 
re-evokes the event.
The pontiff, on returning from Ferrara, recently 
annexed to the State of the Church, made his 
pompous entrance into Bologna on November 
27, 1598. Once the magnificent and choreo 
graphic cerimonies that were a ritual when a 
pope arrived in the city were over with, Clement 
VIII, as Vizzani narrates, got onto a mule and 
rode up to the hill of San Michele “where he 
stayed the entire day much to his content, very 
pleased with the vast view of the city.”

View of Bologna, 
engraving, 1776.
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Further details may be obtained from a very rare 
pamphlet containing the description of the dis 
plays prepared for the arrival of the venerable 
guest, published by the printer Benacci and en 
riched with precious prints taken from a draw 
ing by Guido Reni:

Now Our Father after having lost sight of the Santissi- 
mo Sacramento, got onto a mule and went to the 
monastery of San Michele in Bosco accompanied by 
cardinals and other prelates as far as the gate of San 
Mamolo, where he ate and stayed nearly the entire 
day, as he had been invited by their General. He was 
received with noble fittings and beautiful music, and 
with great satisfaction he saw the principal features of 
the beautiful monastery. Above all he delighted in the 
charming view of the city of Bologna, which from the 
monastery, because of the lofty and thus lovely height 
of the location, clearly shows the shape and the am 
plitude of the city with its most noble buildings, and 
many towers and bell towers. After eating, the Con- 
faloniere took a carriage to present a basin and a gold 
chalice to His Holiness, as is the tradition when pon 
tiffs arrive in Bologna, but despite all of the prayers of 
the Confaloniere to His Beatitude because he did not 
want to accept the gift, he finally said: ‘We accept and 
give it back to you,’ so that the Confaloniere brought 
it back with him. Later His Holiness rode a horse to the 
palace amply showing himself to the infinity of peo 
ple that ran to San Mamolo to see him.

For the circumstances the abbot of San Michele in 
Bosco, Don Clemente Cattani paid homage to the 
pontiff by giving him “two basins of beautiful 
pears, two baskets of biscuits, and eighteen flasks 
of wine, begging His Beatitude to take what he 
wanted in the monastery of San Michele in Bosco 
and to favor and honor him with his presence.” 
The undoubtedly kind, but perhaps also calculat 
ed gesture of the Olivetan abbot earned the 
hoped for effects of a new visit. In fact the pontif 
fs  chamberlain announced to the monks that 
there would be another visit by the pope. Thus, 
the next Monday, November 30, 1598, Clement 
VIII once again rode up to San Michele, “having 
left at the doors of the city the cardinals and other 
prelates, noblemen, and pages who accompa 
nied him, keeping with him only Don Silvestro, 
the son of Sir Giovanni Francesco Aldobrandini, 
his nephew.” Uncle and nephew, escorted by the 
Swiss guard, reached the top of San Michele 
where the rejoicing monks awaited them. After a 
quick visit to the church “all decorated for the oc 
casion,” and a brief oration saluting those present, 
the pope crossed the small passageway that still 
exists at the end of the nave, in the grandiose dor 
mitory. Here Aldobrandini could not help looking

out of the large window that dominated the city 
“quite enjoying that view and that of the plain as 
it was a very clear day.”
Various inscriptions and allegories had been lo 
cated all along the gallery and in the apartments 
destined to the pope. One of the allegories 
showed a hill crowned with a luxuriant wood, 
marked by the Virgilian motto LAETISSIMUS 
UMBRA, which was meant to symbolize “the be 
nign protection that His Beatitude has of the 
monastery of San Michele in Bosco.”
A nearby sign depicted an elephant with a long 
trunk under which was written the Claudian 
motto SOLA DF.OS AEQUAT “and this showed 
the clemency and the pleasure with which Our 
Father treats his humble and obedient vassals.” 
Two other allegories represented a ship, in the 
act of setting sail on the sea under a starry sky, 
with the Virgilian motto AMICA FULGET 
SYDERA, and a wolf amidst a flock of sheep with 
the Horatian motto MURUS AENEUS: both signi 
fied the “tranquillity and the security of the 
Church under this government.”
The decorations prepared by the monks were 
quite pleasing to the pontiff who wanted to see 
the entire majestic dormitory, “always reasoning 
with great humanity and familiarity, now with 
the Reverend Father General, now with Abbot 
Cattani.” The friendly conversation continued in 
the ornate rooms reserved for the pontiff where 
Aldobrandini complimented the abbot for the 
goodness of the wine “administered to him the 
whole time without which His Beatitude says he 
would not have been well.”
The tables had been sumptuously spread in the 
“gallery,” that is in the “loggetta” located on the 
eastern side of the monastery and overlooking 
the hills along Via San Mamolo. The splendid, 
agreeable view quite delighted the guest who, 
after the ritual benediction at the banquet, went 
to the kitchen “to have an omelette made, but by 
the hand of an assistant of the house.” This sur 
prising testimony is of particular interest be 
cause it disproves the story of the lavish meal 
eaten by the pope in San Michele mentioned by 
the chroniclers (but in popular imagination it 
was downright unthinkable that a pontiff could 
be satisfied with a vulgar omelette!)
The old Olivetan chronicles continue: “We then 
attended to serving the dignitaries in charge of 
the pontifical family and other people of ac 
count, with kindness for the light cavalrymen, 
the Swiss palfreniers, and the others in the best 
and neatest manner possible, and everyone dis 
played satisfaction.”
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During that afternoon at the convent there was a 
constant bustle of noblemen and persons of 
rank, all wishing to be received by the pope. The 
entire monastic community was allowed to kiss 
his foot—and a few words were said by the Gen 
eral on the conduct of the community, on its 
profit in studies, and on its observance of the 
rules. The brief and a bit emphatic oration of 
homage pronounced by the young monk Odoar- 
do da Piacenza, an elegant and much sought-af 
ter writer, was responded to by Aldrobrandini 
with a concise discourse in Latin the text of 
which is reported in the Olivetan chronicles.
The audiences began once again and they con 
tinued late into the evening and kept the guest 
from visiting the entire monasteiy as he had 
wanted to. Nonetheless, on leaving San Michele, 
the pope quickly visited the guest room (“great 
room”) and the central cloister, “very pleased 
with the delightfulness of the former and the 
beauty of the latter.”
The unknown author of the memoirs of the con 
vent concludes with a burst of pride: “of the 
three days that Our Father stayed in Bologna he 
spent one in San Michele in Bosco, in a sign of 
particular kindness and benevolence, in accor 
dance with the hopes and promises made to the 
Father General.”
The monks placed several epigraphs inside the 
abbatial apartment where Clement VIII had so 
journed so that they could forever remember the 
event, but these epigraphs no longer exist.

The princes Vittorio Amedeo I 
and Emanuele Filiberto of Savoia

After Clement VIII, who in 1599 expressed his 
gratitude to the Olivetans by confirming the 
privileges and the exemptions already enjoyed 
by their monastery nominating the Bishop of 
Cosenza Father General, the popes began to 
desert San Michele. This is also so because the 
occasions to leave Rome no longer existed. The 
European political situation, in particular in 
Italy, had in fact stabilized, and the pontifical 
State was locked fast by the keys of St. Peter, so 
that expeditions headed by warrior or diplomat 
ic pontiffs had become anachronistic. We will 
have to wait until the eighteenth century to see 
another pope in San Michele in Bosco, and that 
will be Pius VI on his return from Vienna.
But the tradition of illustrious visits did continue, 
often favored by other feastful events. The pro 
tagonists of one of these visits were the ducal

courts of Mantova and Modena, in 1608 the the 
ater of pompous feasting for the nearly coinci 
dent marriages (Febaiary 20 and 22) of 
Margherita and Isabella, daughters of the Duke 
of Savoia Carlo Emanuele I, who were to marry 
Francesco Gonzaga of Mantova and Alfonso 
d’Este of Modena, respectively.
And the effect of this memorable nuptial circum 
stance was felt in Bologna, as well, and the 
chronicles of Ghiselli, Aldrovando and the Diari 
of the Senato state that there was a constant com 
ing and going of princes, noblemen, and prelates 
traveling towards Modena and Mantova. But the 
most significant echo of the double wedding was 
the sojourn in Bologna, in June of the same year, 
of two brothers of the brides: Vittorio Amedeo I 
and Emanuele Filiberto, returning from the Mod 
enese court. During their two days in Bologna 
the guests received the homage of the legate and 
of the Bolognese aristocracy and they went up to 
San Michele in Bosco for Mass and to admire the 
artistic treasures, among which the scenic octag 
onal cloister which had just then be erected, de 
signed by Pietro Fiorini and frescoed by the most 
illustrious masters of the Carracci school.
The D iari of the Senate, kept in the State 
Archives, obviously recall the sojourn of the two 
princes in Bologna:

On June 12, 1608, a Thursday, towards one o’oclock 
in the morning (that is, 9  o ’oclock p.m. today) Princes 
Vittorio Amadio and Filiberto, the oldest sons of the 
Most Serene Duke of Savoia, arrived expressly to see 
the city of Bologna, taking advantage of the fact that 
they were on their way to the feasting and marriage 
of one of their sisters married to a Prince of Modena... 
The next Friday these Most Serene, along with the 
Cardinal, accompanied by many carriages of nobility, 
at about sixteen hours went to San Michele in Bosco 
to Mass and then returned to the city, sitting down to 
eat when the clock struck seventeen hours lone o ’o 
clock in the afternoon today).

The Duchess of Mantova 
and the Archduke of Austria

The echoes of the sojourn of the princes of 
Savoia had ceased, and for the entire first half of 
the seventeenth century San Michele was an un 
interrupted succession of persons of rank. At the 
same time, work was again being done within 
the sacred complex, which would lead to the 
completion of the novitiate based on a design by 
Pietro Fiorini, and to the construction of a new 
wing of the dormity, of the cloister known as
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“delle stalle” (the one that overlooks the porter’s 
desk at the entrance to the Rizzoli Institute) and 
of various galleries and apartments.
The first important guest to stay in the renewed 
monastery was the Duchess of Mantova. The Li- 
bro delle M emorie of the Olivetan convent, under 
the date June 11, 1642, in fact says that “the Most 
Serene Duchess of Mantova with her damsels 
stayed here in San Michele in Bosco in the room 
of the Abbot.” The same source adds that the 
hospitality shown to the noblewoman was an ex 
ception to the rule requiring an indult by Urban 
VIII authorizing the monks to welcome a lady to 
the cloister—a few years earlier, in 1609, the 
same monks had received a short papal decree 
forbidding women to enter the monastic enclo 
sure, with the exception of the church.
The gentlewoman, who was accomodated in the 
same rooms that had welcomed Clement VIII, 
was paid homage to by the abbot Giacomo Bot- 
trigari, and gave audience to Cardinal Roberto 
Ubaldini, Legate of Bologna, and Archbishop 
Cardinal Lodovico Ludovisi, nephew of the de 
funct Bolognese Pope Gregory XV. The visit of 
the Duchess of Mantova is recalled by several his 
torians past and present, who mistake her for 
someone else: Anna Caterina Gonzaga— who at a 
very young age married the Archduke Ferdinand 
of Austria and died in 1621 at fifty-five years of 
age—instead of Caterina, the daughter of Ferdi- 
nando de’ Medici of Tuscany and wife of the 
Duke Ferdinando Gonzaga of Mantova, who died 
in 1629 after spending the last years of her wid 
owhood as an Orsolina nun in Florence. On the 
other hand the documents of the Olivetan archive 
and the historian Serafino Calindri always men 
tion the Duchess of Mantova and not the Arch 
duchess of Austria, a title that would have instead 
more justly decorated Anna Caterina.
Just two years had passed since the sojourn of 
the Duchess of Mantova when the Archduke 
Leopold of Austria and Tyrol, the brother of Em 
peror Ferdinand II, came to visit San Michele. He 
was accompanied by a throng of nobles among 
which the Marquis and Senator Lodovico 
Facchinetti, who accomodated him in his palace 
in Bologna and with whom he would have con 
tinued the remainder of his travels through Italy. 
This is how the memorialist of the Olivetan con 
vent describes the Archduke’s stay in San 
Michele: “On February 2, 1626, the Archduke 
Leopold, brother of the Emperor, came to see 
the monastery, and with him were citizens of 
Bologna and the Marquis Facchinetti, who had 
hidden him in his home.”

A commemorative epigraph recalling this visit 
exists in the central cloister of San Michele in 
Bosco. Between 1626 and 1630, as recalled by 
Adriano Banchieri, other important personalities 
stayed in the convent, but they are completely 
ignored in the engravings and by the scholars of 
Olivetan events. These were the Duke of Fiano 
and the Prince of Venosa with their respective 
wives, and the Grand Duke of Tuscany who 
came to the hill in 1628 in the company of Prince 
Carlo, his brother, and Cardinal Bernardino Spa- 
da, legate of Bologna. A short while later the 
legate was responsible for the visits of the Duke 
of Parma and “Signor” de Muret, the natural 
brother of the King of France.

Princes and cardinals of the XVIIth century

Next to the engraving that re-evokes the Arch 
duke of Austria’s visit is one in memory of the 
sojourn in San Michele in Bosco of Prince Carlo 
Barberini, Captain General of the pontifical army 
in the war for the succession of Mantova, and 
nephew of Pope Urban VIII.
Barberini stayed in San Michele for three months, 
tormented by “mal della pietra,” in short, gall 
stones. Despite the care of the physicians and the 
monks, he died on February 25, 1630, at the same 
time that the horizon began to show the first sad 
signs of the plague described by Manzoni, and 
the first cases in Bologna traditionally date back 
to the month of May of that same year.
An event occurred prior to the sojourn of Prince 
Barberini in San Michele in Bosco, something 
that up to the present was unknown. The Libro 
delle M emorie narrates that in November 1629, 
when the abbot of San Michele was in Rome, he 
was received by Urban VIII. The pope told him 
that “he wanted to send to Bologna the Illustrious 
Cardinal Antonio, his nephew, and the Most Ex 
cellent Don Carlo Barberini, his brother and Gen 
eral of the Holy Church in defense of the same 
city, because of the suspicion of the war of Man 
tova.” By express desire of the pontiff they were 
both accomodated with their suite in San 
Michele, “assigning them the entire part of the 
monastery that went from the old novitiate inclu 
sive as far as the new novitiate, not inclusive... 
with all of the stalls and its cloisters, so that the 
monks were separate from the court as if they 
had been in two monasteries, to the great con 
tentment of His Excellency and the peace of all.” 
The Olivetan documents continue: “The mod 
esty of his Excellency and his entire court was



such that we could say it competed with that of 
the monks... and the whisper of disturbance or 
disgust was never heard.” Barberini treated the 
monks in a confidential manner, joining them 
each evening and spending much time with the 
abbot “in various discussions.”
On February 10, 1630 the noble guest was first 
struck by pain in the kidney “which he was used 
to having,” and on the 26th of the same month he 
died aided by his nephew Cardinal Antonio Bar 
berini, who during the entire illness “had admin 
istered propris m anibus food for the body and for 
the spirit.” A solemn funeral was held in San Pe- 
tronio, and his remains were buried in San Miche 
le, and three years later transferred to Rome.
The first important visitor to San Michele after 
the plague of 1630 was Cardinal Marzio (and not 
Matteo as some write) Ginetti. In 1636, while 
travelling in the direction of Cologne where Ur 
ban VIII had invited him as legate “a latere,” the 
cardinal stayed in the monastery for more than a 
month with a retinue of seventy persons, finding 
refuge from the torrid summer heat and enjoying 
the amenity of the location.
The Libro delle M emorie of San Michele narrates 
that “in July 1636 His Eminence Cardinal Ginetti 
arrived suddenly on his way to Cologne as 
Legate “a latere” of our Father Pope Urban VIII 
starting out for peace and with his entire court, 
numbering seventy, and then staying without 
however making the monastery spend money 
for food, until the end of August, departing sat 
isfied and content.”
The monks had no difficulty accomodating the 
numerous brigade thanks to the large size of the 
convent, which was as vast as a royal palace. A 
commemorative epigraph recalling the long stay 
of Cardinal Ginetti can be found in San Michele, 
his name erroneously written Mattia instead of 
Marzio.

The military occupation of 1642

For more than a century the Olivetan convent 
had enjoyed nearly idyllic peace, disturbed only 
by the pompous suites of the visitors who came 
to San Michele. The occupations of the four 
teenth and fifteenth centuries and of the first 
years of the sixteenth century were only faraway 
and nebulous memories also because of the po 
litical stability of Italy over the last one hundred 
years. But all that was needed was for this equi 
librium to be broken for an instant, that the 
specter of war was again at the door, and the hill

of San Michele, against its will, once again dis 
covered its ancient strategic vocation. Thus, 
within the walls of the monastery the arrogant 
voices of soldiers were once again heard, to the 
shame of all of the exemptions and imperial and 
papal privileges that the Olivetans of San 
Michele had obtained.
The spark of new conflict was the diatribe in 
1642 between Pope Urban VIII and the Farniese 
of Parma for possession of the Dukedom of Cas 
tro. The Bolognese territory was soon overrun 
by the armies of the Duke of Parma who ran 
sacked the country “making away with a great 
deal of loot having found most of the citizens 
busy with the harvest, and unsuspecting of a 
similar incident.”
The unwanted guests caused great damage to the 
convent, and the Olivetans bitterly complained of 
this in their memoirs: “Here in San Michele,” it 
says textually, “we were assigned a company of 
cavalrymen that came to the monastery on the 
eve of Saints Simon and Jude in 1642, and they 
stayed here all through August of 1644 causing 
considerable damage to the fabrica, the stock, 
bread and wine, wood, wood cuttings, bushes, 
vineyards and other damage, in addition to the 
constant unease be it day or night with a thousand 
other problems that bring such people here.” 
Re-evoking these adversities and the disrespect 
of the commanders and their soldiers for the sa 
cred place, in 1658 the abbot Clemente Valeri- 
ano Cattani had the terms of the privilege grant 
ed by Clement IX to the General Procurator 
Costanzo Zani forbidding military occupation of 
the monastery engraved in marble. The engrav 
ing, which has been lost, was at one time locat 
ed in the central cloister.

The sojourns of Queen Cristina of Sweden 
and of Cosimo m  of Tuscany

Despite the fact that women were strictly forbid 
den from entering the monastery, Queen Cristi 
na of Sweden, daughter of King Gustav did cross 
the threshold of the cloisters of San Michele in 
Bosco; having embraced the Catholic faith and 
given up the throne, in 1655 she set out for Rome 
stopping for a few days in Bologna during the 
month of November. Cristina, like others before 
her, could not resist the suggestion of visiting 
San Michele, and on November 28, a Sunday, 
along with Cardinal Legate Giovanni Girolamo 
Lomellini, she rode a carriage up the hill to Mass 
and to admire the monumental cloisters, the fa-
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By Ludovico Carracci, 
Telam ons of the octagonal 
cloister, engraving, 1776.

mous works of art of the church and of the con 
vent, and the delightful view overlooking the 
city and its surroundings. A detailed and rare re 
port was immediately printed in memory of the 
Queen’s short stay in Bologna—one passage 
concerns her visit to San Michele:

Sunday morning Her Majesty got into the carriage 
with His Eminence, rode up to hear the Mass at San 
Michele in Bosco outside the city, where she was 
pleased to see that grand and famous Olivetan con 
vent and from there look over the nearby city and the 
grand and beautiful plain, nobilitated by a consider 
able number of palaces and civil abodes. In that 
monastery Her Majesty observed, among other 
things, the cloister painted by our finest artists: Car 
racci and Reni and, in the sacristy, the bronze of San 
Michele by our Algardi.

In the central cloister of San Michele an epigraph 
still tells visitors that Queen Cristina sojourned 
within the walls of the convent.
An engraving adjacent to the previous one in 
turn re-evokes the presence of Cosimo III, son of 
the Grand Duke of Tuscany Ferdinando II. The 
prince had come to Bologna on May 12, 1664, 
and had taken lodging in the palace of the Mar 
quis Ferdinando Cospi in Via Santo Stefano 
where he stayed until the 14th, whereupon he 
left in the direction of Venice. News of this is re 
ported in the manuscript chronicle of the memo 
rialists Tioli and Tanari, kept in the Archiginna- 
sio, from which we also learn that Cosimo III re 
turned to stay in Bologna on July 8 of the same 
year, a guest of Filiberto Vizzani.
Thus, the visit to San Michele refers to one of 
these two stops. Whatever the case may be, Gae 
tano Giordani recalls that the prince went up to 
San Michele early one morning on a carriage 
pulled by three teams of six horses. The abbot 
Zani was there to welcome him, and along with 
Cardinal Legate Vidoni he was taken to admire 
the most important aspects of the monastery.

Carlos III of Spain

During the XVIIIth century the cenoby of San 
Michele continued to fulfill its traditional func 
tion as a place of sojourn for princes and sover 
eigns. Thus, in 1732 the Infante Don Carlos, son 
of Felipe V and furtire king of Spain, during his 
voyage to take possession of the Dukedom of 
Parma, stayed in the monastery with a rather 
crowded suite of courtesans. The event is as usu 
al described in rich detail in the memoirs of the 
convent:
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On October 7, 1732, a Tuesday, his Royal Highness 
Don Carlos Infante of Spain, Duke of Parma and 
Prince of Tuscany with his noble retinue of princes 
and noblemen came to this cloister. He took lodging 
in the noble guest rooms, while the Count of Santo 
Stefano and his son stayed in the other wing. Above 
in the abbatial apartment were served the Princes 
Corsini and Caraffa, and the other noblemen and 
pages in the adjacent apartments and in the rooms 
known as “le arcone,’’ according to the arrangement 
made by the herald who arrived on the morning of 
that day. After a brief rest His Royal Highness gave 
audience to those delegated: Count Ranuzzi for the 
Duke of Tuscany, Count of San Secondo for the 
Duchess Dorothea, and Prince Cremona for the Duke 
of Modona, and after their departure he went onto 
the lawn for the hunt where Senator Zambeccari had 
prepared pheasants, hares, and partridges. He then 
retired to his room until dinnertime having deigned 
with every clemency the abbots that were present at 
dinner by letting them kiss his hand. Then, on the 
morning of the 8th, he listened to the Holy Mass at the 
major altar on a table covered with damask, and at 
the end of the Mass the priest celebrating the rite pre 
sented him with the corporal cloth which he kissed. 
He then got onto his ‘suimero’ and set out for Castel 
Franco. Everyting took place, thanks be to God, in 
good order and with no expense for the monastery as 
the court had with it everything that it needed.

Thus, the sojourn in San Michele had not dis 
contented the monks, who had remained ex 
empt of expenses and discomforts. And the fu 
ture King Carlos III of Spain was also satisfied, 
and in 1734 he returned to stay in the Olivetan 
convent with a suite that was even more numer 
ous than the last one, “as he had asked to be ac 
companied by many infantry and cavalry troops 
to guard him because of the emergency of war.” 
After the departure of the troops—that stayed in 
the not distant covents of SS. Annunziata and SS. 
Girolamo ed Eustachio alle Acque in Via San 
Mamolo, the latter of which also belonged to the 
Olivetans, only the numerous court and the king’s 
bodyguard were accomodated in San Michele. It 
was a platoon of about two-hundred grenadiers 
who were positioned in the large barns of the 
cenoby; the memoirs narrate: “calculating that 
that night about 1,000 persons stayed in the 
monastery, as they had been careful not to arrive 
with horses other than those of His Royal High 
ness, and very few others who stayed in the clois 
ters without troubling the monastery.”
The Infante Don Carlos was given accomodation 
in the noble guest apartment, while the rooms of 
the second guest apartment and the apartments 
on the top floor were reserved for the dignitaries 
of the court. The next morning, after having heard
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The complex the Mass in his own lodgings (the sovereign kept
of San Michele in Bosco a portable altar with him for when he traveled),
m an^early XXth century ^  re su m e q  voyage towards Scaricalasino (to 

day known as Monghidoro) where he stayed in 
the convent of San Michele ad Alpes, which also 
belonged to the Olivetans; however willing they 
were the monks were constantly disturbed by this 
coming and going of important personalities and 
soldiers, but although the chronicles of the con 
vent make no mention of it they almost certainly 
received generous royal prerogatives in addition 
to longed-for privileges.
Carlos Ill’s first visit to San Michele is referred to 
in an epigraph located in the central cloister.

C a rlo  E m a n u e le  III o f  S a rd e g n a

and the military occupations of 1735-43

The Olivetans had a similar experience with the 
Austro-Sardinian and Hispanic-Neapolitan armies 
who, a few years later, as a direct consequence of 
the deterioration of the European political situa 
tion, unexpectedly settled in the monastery. On 
January 10, 1735 the German General Leutron 
went to the abbot and, heedless of the exemption 
of the monastery as a result of papal and imperial 
privileges, announced the impending arrival of 
his troops.
The Libro delle m em orie informs us— ’’All of 
these people were assigned to the guest apart 
ments with the rooms of the infirmary and for 
the kitchen and habitation of the low family, the 
three rooms close to the ‘spetiaria’ under the 
novitiate and for the horses the two stables with

the depot to hold their fodder.” The writer of 
these memoirs concludes with a sigh, “Thanks 
be to God, during their entire permanence no 
disorder took place, as General Leutron, al 
though of the Lutheran sect (!) is an honest man 
of good morals.”
Of the same “Lutheran sect but a gentleman” 
(the qualm of the unknown monk who authored 
the news is delightful) was also General Starle- 
undun who, two days after Leutron’s departure, 
on May 4, took his place in occupying the 
monastery. The new unwanted guest left San 
Michele on May 10 “and with him left the 
grenadier guards who for the entire five months 
day and night never abandoned the entrance 
known as ‘delle carra.’”
However, the sacred edifice was destined not to 
know a moment’s peace during those years, be 
cause of new wars of succession that broke out 
after the death of Charles VI of Austria. Among 
others Carlo Emanuele III King of Sardinia had 
entered the conflict, and he intended to protect 
his rights over the Dukedom of Milano.
The sovereign, during his second stay in Bologna 
on August 25, 1742, chose to be accomodated in 
the monastery of San Michele in Bosco. Here he 
was welcomed along with his officials by the ab 
bot Paolo Salani who in this delicate situation so 
ably provided for all of the needs of the case in 
order to set up a confidential relationship with 
the illustrious guest. After returning to his states 
the Sardinian king, as a sign of recognition for the 
care received during his stay in Bologna, sent the 
abbot Salani a precious ring.
Carlo Emanuele Ill’s stay in San Michele is re-
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membered in the documents of the Olivetan 
archive where we learn that the sovereign 
stayed in the monastery for four days, leaving 
again on August 25, 1742, and it is immortalized 
in an epigraph located in the central cloister.
The permanence of the troops on the hill, how 
ever peaceful, left the convent in a state of great 
squallor, as testified to by a letter written by the 
abbot Salani where he states, with sorrowful ex 
pressions, that “each tiny corner is invested and 
totally mined by excess of pestiferous and intol 
erable air, having been able to save only the 
church, the silver, the site of the novitiate, the li 
brary and the cloister of paintings.” The same 
abbot had been “forced to provide the occupy 
ing troops with all of the rooms in great confu 
sion, matresses and linens, so that for eight days 
I had to sleep on straw.”
And everywhere there was: “an infinity of dirt 
and lice that run up the walls, and water from the 
cisterns not working because of the consider 
able manure of the horses, as the troops had 
been there thirty days and if they ever leave per 
haps the Austrians will take their place.”
The poor abbot’s prophecy would prove to be 
exact. In fact, the next year San Michele in Bosco 
was chosen as the general headquarters by 
Prince Lobkovitz, supreme commander of the 
troops of Maria Teresa of Austria, who stayed 
there for fifteen days.

T h e  h o lid a y  o f  C a r d in a l  L e g a te  G io rg io  
D o ria  a n d  th e  v is it  o f  P iu s  VI

Once the political horizon had brightened and 
the occupants had departed, the monastery 
slowly assumed its original aspect, once again 
becoming the destination of illustrious visitors. 
Among others the legate “a latere” of Bologna 
Cardinal Giorgio Doria during the summer 
months of 1750 and 1751 came to find relief 
there with his court. His holiday is remembered 
in an incription located among those of the cen 
tral cloister.
At the time when the French Revolution was 
knocking at the door, San Michele in Bosco was 
undergoing another of its memorable moments, 
after two centuries, accomodating a pope: Pius 
VI. Two engravings, placed in the central clois 
ter and at the top of the staircase, express the im 
portance of the event.
The visit took place on May 25, 1782, during the 
pope’s stay in Bologna on his way back from Vi 
enna where he had met with Giuseppe II to dis 

cuss several prickly problems concerning the 
Cesaropapist politics conducted by the emperor. 
Pius VI, who was accompanied by Cardinals 
Boncompagni and Gioannetti and by the Infante 
of Spain Don Ferdinando, Duke of Parma, re 
mained “content and satisfied with the size, the 
property and the rarity of the paintings that the 
noble monastery showed off in every corner.” 
Despite the fact that the decision to visit had 
been a sudden one, the monks not only pre 
pared “a sumptuous refreshment” for the nu 
merous group, but for three evenings they set up 
“a very charming luminaria that from near and 
more from afar pesented a lovely and jocund 
view, as did the carriages and the innumerable 
crowd of common people going up the tripled 
road and ascent to this hill”.
The abbot Giuseppe Scarselli had an epigraph 
engraved in memory of the pope’s arrival, but 
that epigraph no longer exists.

T h e  s u p p r e s s i o n  o f  th e  O liv e ta n s  
a n d  N a p o le o n ’s a s c e n t  to  th e  hill

The last years of the XVIIIth century were charac 
terized by profound socio-political and religious 
changes that came to shake even the ultra-con 
servative and decrepit institutional apparatus of 
Bologna. Thus, in 1796 even under the Two Tow 
ers the sounds of the Marseillese were heard to vi 
brate. Those most affected by the new course in 
history were the religious orders: with the 
Napoleonic decree in 1797, put into effect the 
year after, these orders were inexorably sup 
pressed. On June 6, 1798 the Olivetan monks, 
too, after a stay that had lasted four centuries, 
were forced to abandon the cenoby that they had 
contributed to making superb and into one of the 
most renowned complexes in Italy. Thus, after a 
long period of splendor, oblivion descended on 
San Michele, while the convent, an affront to its 
historical and artistic values, was set up first as a 
barracks for Polish soldiers and then, in 1804, as a 
prison, holding up to nine-hundred prisoners of 
both sexes and undergoing very serious damage. 
But, by an ironic joke of destiny, precisely he who 
had with his decrees determined its sudden de 
cline would, with his presence, have conducted 
San Michele to its last stroke of glory.
On June 21, 1805, received by the jubilation of 
the people, subjugated by his vigorous person 
ality, and by a rich choreographic apparatus, 
Bonaparte made his triumphal entrance into 
Bologna. This was not the first meeting between
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the French emperor and the city: he had spent 
time in the shadow of the Two Towers in 1796 
and in 1797, as General of the Transalpine 
troops in Italy. But the times had changed since 
then, and the people of Bologna found the leg 
endary commander to be very different: the rev 
olutionary conqueror had been succeeded by 
the monarch reformer, enveloped in an aura of 
holiness and pomp.
During the first five days of his sojourn the sover 
eign rode on horseback up the hill of San Michele 
in Bosco to experience the intimate emotion of 
contemplating the city and the unending plain 
prostrate, not only metaphorically, at his feet. The 
excursion started early in the morning from Palaz 
zo Caprara (currently the property of the Prefec 
ture) where the emperor was staying. The guard 
of honor made available by the Municipality and 
made up of citizens of noble descent among 
whom the Marquis Annibale Paleotti escorted 
him. The Marquis was the only one to maintain 
contact with Napoleon, who had launched into a 
brakeless gallop and who was quite skilled at 
overcoming any obstacle, be it a wall, a pit, or a 
bush, that came between him and the path he 
was on. As the chroniclers tell us, upon arriving at 
the open space before San Michele, Bonaparte 
stopped for a long time looking through his mon 
ocle at the magnificent panorama that opened up 
before him, expressing his satisfaction to those 
who had accompanied him.
But this is how a faithful recollection of the time 
describes the episode:

June 22, 1805. This morning at about eight His 
Majesty the Emperor with our guard of honor and on 
ly a few of his own went to the hill of San Michele in 
Bosco wearing a very modest uniform and a hat with 
no signal, on a dapple-gray Arab horse, riding up the 
steepist hill and jumping over the hedge of the lawn 
surrounding the church. He gave alms to the con 
demned kept therein, and then went on the the Con 
vent of the Cappuccini, entering it and speaking with 
the fathers with great affability, and admiring with 
pleasure from that high location the beauty of the 
plain. He continued to ride his horse around a part of 
the outside walls of this city and arrived at the sup 
port, known as Battiferro, of the Naviglio canal, and 
then returned to his lodgings in the Caprara home.

A version similar to this one of Napoleon’s first 
day in Bologna and of his ride on the hills is of 
fered by Guidicini in his Diario bolognese:

On June 22 in the morning, at about eight o’clock, the 
sovereign, with our honor guards and a few of his 
guards went up, or rather climbed up, the hill of San

Michele in Bosco on an Arab horse. He was wearing 
a small uniform and there was no signal in his hat. He 
did not take the road that carriages take, rather he 
went up the grass slope. He then passed by the Cap- 
puccinis and went into the convent where he enjoyed 
the beautiful view that presents that situation. De 
scending from there he went around part of the walls 
and arrived as far as the support known as Battiferro, 
and then he returned to Palazzo Caprara.

A bit more ingenious, but certainly more original, 
is the manner in which the event is told by a con 
temporary, Francesco Majani, the founder of the 
chocolate factory of the same name, in a very ac 
curate chronicle then published by Umberto Mar- 
celli. After describing with sincere stupor the 
solemn entrance of the emperor in Bologna and 
the splendid and many-colored decorations along 
Via San Felice, “all embellished with colored ta 
pestries, carpets at the windows and ‘aggrammi’ 
in every arch of the porticos,” Majani stops for an 
instant to speak of the guards of honor on horse 
back, “made up of the most knportant people in 
Bologna all dressed in scarlet with magnificent 
decorations and long, shiny boots.” These noble 
men escorted the sovereign during his walks, “but 
it was very hard for them to keep up with him be 
cause he had the courage to go up to San Michele 
in Bosco, not on the roads, but on an Arab horse 
and by crossing la ratta.’ He did it on purpose and 
enjoyed losing them one by one, because on one 
occasion he had the courage to jump over the 
Naviglio canal in a narrow place, I am not sure 
whether he was at the Bua support, and only one 
man was able to follow him, a certain Scarani, 
whose horse died of fatigue when he arrived 
home, while the others abandoned him returning 
home with their trumpets in their sacks.” 
Napoleon’s memorable stay in San Michele is 
immortalized in an inscription located in the 
central cloister.

From house of redemption 
to Legatine Villa

The memoirs of Majani, who personally visited 
the ex-convent transformed into a house of re 
demption provide us with a realistic and impres 
sive picture of the desolation that reigned in the 
monastery and of the disastrous conditions of 
the building.

I did not see the monks of San Michele in Bosco, but 
I did see that vast complex for many years reduced to 
a prison, and I often saw the convicts in the streets of 
Bologna chained at the feet two by two at times clean 
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ing the streets, at times with carts that they filled with 
things, begging in the streets. And then there was a 
large laundry with many clients from throughout the 
city, and they came to take our dirty laundry, too, and 
they brought it back clean, having washed it very 
well, and at a good rate, and they had their guards 
with them. The order came to empty the prison and to 
take the prisoners to Castel Franco. After the place 
was emptied we could see the devastation and the 
vandalism with which it had been left, removing all of 
the bars, making huge holes in the wall, the plaster 
destroyed to remove all of the rings there, all of the 
walls filthy, so dirty that everything was a horror. Be 
cause it remained thus for a long time and there was 
no one but the custodian, I was able to go there many 
times to see that place so ruined, and I would never 
have imagined seeing it after many years as beautiful 
as it is now in all of its magnificence.

The turning point for the rebirth of the Olivetan 
ex-convent, to which Majani alludes, was in 
1841 when, on the initiative of Cardinal Legate 
Ugo Pietro Spinola, the edifice was completely 
restored and made into a legatine villa. But some 
urgent work had previously been done to the 
walls as willed by the Legate Tommaso Bernetti. 
New embellishments were executed between 
1846 and 1848 during the legations of Cardinals 
Luigi Vannicelli and Luigi Amati. Two inscrip 
tions located in the passageway that leads to the 
octagonal cloister refer to the work that restored 
the cenoby to its ancient splendor.
As the wounds healed and the cenoby was once 
again destined to being a place of representa 
tion, its ancient splendor was resumed. The first 
sovereign to cross the threshold of the new lega 
tine villa, in 1845, was the Duke of Modena 
Francesco IV, accompanied by his children 
Francesco, Maria Teresa, and Beatrice. As re 
called by the chronicler Enrico Bottrigari, 
Francesco VI came to Bologna on June 16 on the 
express invitation of Cardinal Legate Vannicelli, 
whose guest he remained for three days, as tes 
tified to by the commemorative engraving. 
Another adjacent epigraph recalls the hospitality 
afforded during the same year and again by Car 
dinal Vannicelli to Louis Charles August, King of 
Baviera, who was also a poet and a man of letters. 
A new predicament was experienced by the ex- 
cenoby in 1849 when the hill and the edifice 
were occupied by more than 4,000 Austrian sol 
diers, who from up there, for eight days at noon 
on the dot bombed the city with artillery to con 
vince the people of Bologna to give up any idea 
of independence. The damage done to the 
building was immediately repaired by Monsign- 
or Gaetano Bedini, prolegate of Bologna, who

restored “as before and as if by enchantment 
with greater adornment this splendid villa, em 
bellishing its long corridors, vast courtyards, and 
other locations with appropriate decorations.” 
Bedini also acquired the land overlooking the 
church, turning it into a panoramic square for 
the numerous visitors and groups that, particu 
larly on feast days, went to the hill.

L e o p o ld o  II o f  T u s c a n y  
a n d  th e  s o n s  o f  th e  C z a r  N ic h o la s  I

The brilliant Francesco Majani, who was in the 
business of sweets, offers an interesting recount 
ing of the palingenesis of the Olivetan ex-ceno- 
by in the ungrammatical and colorful prose of 
the Memorie. In his words:

As all of the property of the monks and nuns that had 
been incorporated with the State property were auc 
tioned from 1805 onwards, “signor ingegnere” 
Francesco Rossi bought from said property for the 
sum of 50 silver napoleons, which are 46-50 Roman 
‘scudi,’ the entire ‘ratta’ of San Michele in Bosco with 
all of the pieces of land that surrounded it as far as the 
Aposa torrent, and as this ‘ratta’ was public and for the 
pleasure of all, especially for the children: on feast 
days we could see how it was filled with families with 
their children, who brought something to eat with 
them and made havoc up and down that long and 
beautiful grass. And for as long as Franco Rossi was 
alive he left it for the comfort of the people, being con 
tent to take those two or three carts of hay and gath 
ering the wheat that grew in the plain. He fattened the 
‘ratta,’ having rented the latrines of the prison that 
they emptied once a year, and with that filth the ‘ratta’ 
produce beautiful hay. When Francesco Rossi died, 
his nephew who was also an engineer, Signor Anto 
nio Rossi, inherited. He did not like the idea that just 
anyone could go and step on his grass and he did not 
know how to stop this abuse that had gone on for so 
many years. I think it was in 1846 that Cardinal Legate 
Vanicelli, who liked to go to San Michele, called the 
owner of the ‘ratta’ Antonio Rossi, asking him to give 
him some of the land near the outflow so that he could 
create an open space so that the carriages could turn 
around. He answered that he would willingly give 
him a piece of the ‘ratta’ as long as His Eminence al 
lowed him to plant hedges all around the ‘ratta’ so that 
no one could enter there from anywhere and that for 
one year a watchman would have to stay there and 
make sure that no one made any holes to enter. The 
favor was granted him and so it was done. For cen 
turies anyone could go there to enjoy the air and the 
beautiful view, and this was taken away in a moment 
and closed until 1852 when the government bought it 
to make the beautiful, large road ( today known as Via 
Codivilla) that can still be seen today. Years later I saw
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another road built for carriages that from Porta Cas- 
tiglione went to San Michele, as before it was a small 
narrow path, shaded by trees and bushes, called the 
path of the lovers, a truly fitting name, and this too 
was a beautiful work.

For the entire decade, from 1850 to I860, the 
legatine villa San Michele was the constant site 
of visits from sovereigns and personalities of 
high descent which ended in a crescendo with 
the sojourns of Pius IX in 1857 and Vittorio 
Emanuele II in I860.
On August 30, 1850 Leopoldo II Grand Duke of 
Tuscany and his wife Maria Antonietta were ac 
comodated in the legatine villa as guests of the 
prolegate Monsignor Bedini, and the two guests 
did not hide their pleasure at seeing all of the 
restoration work that had been done in the 
building. A commemorative engraving was 
hung in memory of their stay in San Michele. 
Another inscription tells us of the presence, go 
ing back to 1853, of Nicholas and Michael Ro 
manov, sons of the Russian czar.
The two princes, who had been preceded by 
their father in 1850, Czar Nicholas I, a guest in 
Bologna during his voyage to Palermo, arrived 
on April 28, and in addition to San Michele they 
visited several other monuments in the city.
In 1853 Marie Louise Charlotte, the wife of 
Prince Maximilian of Sassonia, a very mystical 
woman, at least this is what the commemorative 
inscription says, came to visit.
A year later Cardinal Legate Gaspare Grassellini 
welcomed to the villa Prince Frederick William, 
nephew of the King of Prussia; he, too, is im 
mortalized in an honorary engraving.

The sojourn of Pius IX and the papal court

The last memorable moment of the San Michele 
complex prior to the unification of Italy coin 
cides with the long sojourn of the Pope Pius LX 
from June 13 to August 17, 1857.
In memory of this event Francesco Rocchi dic 
tated three epigraphs of which only one can still 
be seen in the central cloister.
The expectations regarding the voyage of the 
sovereign was the source of great hopes for the 
subjects of the Pontifical State and the people of 
Bologna, who fooled themselves into thinking 
that many of their worst problems would have fa 
vorably been solved. But, despite the public 
manifestations of jubilation, the visit of the Pon 
tiff to the community of the province, to the char 
itable institutions, to the industries, and the offers

made from right and left with obvious paternal 
ism, all remained as before, and provoked a great 
sense of disappointment in the population.
The details of the pope’s long sojourn in San 
Michele in Bosco are expressed in Enrico Bottri- 
gari’s chronicle and the reports of the daily 
newspaper of the times La Gazzetta d i Bologna , 
the official voice of the papal government. Pius 
IX came to Bologna on June 9, 1857 received by 
the crowd in exultation and by magnificent ceri- 
monies. During the days that followed work was 
feverishly done in the legatine villa of San 
Michele to make it suitable to welcome the sov 
ereign and his suite. The pontiff was transferred 
to the ex-convent from Bologna on June 13, with 
a pompous procession that gave way to new ac 
clamations. Bottrigari writes:

The entire San Mamolo quarter is decorated for the 
festivities. His Sanctity will pass through it along with 
his court at seven in the afternoon to go to stay in the 
villa of San Michele in Bosco, where an apartment 
and a room for the throne have been prepared. Mon 
signor Amici, Legate of Bologna, to flatter the vanity 
of the Pontiff has at his own expense placed an imi 
tation of the statue of the Virgin that was inaugurated 
in Rome to immortalize the memory of the new dog 
ma in the first cloister of the villa.

The Gazzetta di Bologna  adds that the pope vis 
ited “the magnificent rooms used for solemn re 
ceptions in which the pontiffs throne was erect 
ed, the gallery known as ‘delle stampe’ and his 
private apartment, arranged with every possible 
decoration of majestic elegance, and rich in vel 
vet, damask, and veils nobly shown, and an 
adornment of furnishings and knick-knacks fully 
deserving of the guest. After a few brief instants 
of much needed rest,” the Bolognese newspaper 
continues,’’the Holy Father asked to visit the en 
tire noble site, down the vast galleries, the im 
mense cloisters, the numerous apartments and 
the rooms, the many large gardens, everywhere 
expressing with extraordinary goodness his sov 
ereign satisfaction, which grew when at the head 
of the main dormitory he saw the delightful 
nearby location, with its solid and elegant bridge, 
near the woods divided by joyous and shady 
roads, leading to the far-off palace on the hill, 
previously said to be of the Cappuccini, now a 
part of the Oppizzoni inheritance.”
After inspecting the rooms of the ex-cenoby, 
Pius LX, applauded by a group of citizens, went 
to the balcony overlooking the courtyard of the 
church to listen to a concert by the pontifical mil 
itary band. The next day the pope took a long
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walk on the hills around the legatine villa along 
with many prelates and dignitaries of the court.

Princes and sovereigns at the Pope’s table

Along with these moments of diversion Pius IX 
absolved his numerous commitments as pastor 
and sovereign, receiving at San Michele on June 
15 Francesco V Duke of Modena and his family, 
who had come to Bologna for the purpose of 
honoring him. The Duke of Este, accompanied 
by several Bolognese aristocrats, was invited by 
the pontiff to eat, better yet, to the so-called state 
table, a privilege clearly deprecated by Bottri- 
gari: “the conspicuous expense of these so- 
called “meals” funded by the City and the 
Province, what a way to help our finances!”
An inscription was immured in the central cloister 
in memory of the presence of Francesco V, who 
after eating wandered for a long time with the 
pope in the nearby hills, as far as l’Osservanza.
A second epigraph instead recalls the visit of the 
Infante of Spain Roberto V, son of Carlo IV Duke 
of Parma, while the pontiff was at San Michele. 
A few days later, on June 21, another illustrious 
personality crossed the threshold of the legatine 
villa: the ex-King Luigi I of Baviera, who also 
had a long conversation with Pius IX. The same 
day, to celebrate the anniversary of the incoro 
nation of the pope, a great luminaria was set up 
at Villa Aldini and on the heights opposite San 
Michele, “along with fireworks exploded with 
out parsimony.” This is how Bottrigari describes 
it, adding that for the entire month of June, the 
pope continued to give audience to a long line 
of prelates, cardinals, ambassadors, representa 
tives of communities in Emilia and in Romagna, 
and other personalities, a complete listing of 
which would be too long to remember. His only 
diversion consisted in short walks “in the inter 
nal woods and gardens of the pontifical villa” 
and in official dinners. The Grand Duke of Tus 
cany took part in one of these dinners on June 
28, with his relatives and a numerous suite. La 
Gazzetta d i Bologna  describes the reception as 
follows:

After the Holy Father had established the time of the 
reception at eleven thirty of the past Sunday, he want 
ed to send a service of the pontifical court with an es 
cort of noble guards to lead them to the villa of San 
Michele in Bosco where their Highnesses could be 
welcomed by His Holiness with paternal love, having 
familiar conversations with them and inviting them to 
the sovereign dinner, while the members of the suite

took their places at the State table in the midst of an 
elect group of egregious invited people.

This banquet was followed on June 30 by one 
offered by the pope in honor of Luisa Maria 
Teresa of Borbone, Duchess of Parma. All of 
these encounters provided Pius IX with the 
chance to discuss the Italian political situation 
with the sovereigns of the small border states, a 
situation which was deteriorating and destined 
within two years to change radically, with the 
exit of all of the crowned heads that had an 
nealed in happy convivial reunions at San 
Michele in Bosco, and with the loss of temporal 
power that was due their august Amphitryon. 
Among the manifestations promoted to empha 
size the sojourn of Pius IX of particular interest is 
the experiment of the luce siderea, performed on 
July 15. From an elevated area close to the hill of 
San Michele, a luminous beam, emitted from a 
powerful beacon, illuminated the ex-cenoby of 
the Olivetans, amazing the people of Bologna 
who were not as yet used to the marvels of elec 
tricity. But here is how the Gazzetta describes the 
experiment, after clarifying that the luce siderea  
was none other than that “which physicists truly 
call electrical light, obtained in a manner that is 
much different from the former”: “this electric 
light continued towards San Michele for about 
one and one half hours and was so beautiful that 
any pauses were not seen. The splendor was so 
vivid and clear that when a beam was directed to 
wards the city with reflectors some of the experi 
menters could read very minute printed letters at 
a distance of 600 meters.” Between the end of Ju 
ly and the first days of August there was a frenet 
ic coming and going of cardinals on the hill, while 
in the rooms inside the villa the final work to em 
bellish the room of the secret consistory, set for 
the third of August, was at its height. The ex-ceno- 
by, previously distinguished for its other impor 
tant meetings, was able to add a new reason for 
pride to its coat of arms. Among those who re 
ceived the episcopal investiture at San Michele in 
Bosco was Pietro Buffetti of Bologna who was 
nominated Bishop of Bertinoro. Bottrigari was 
unable to forgive the constant devotion to the 
pope of the neo-pastor, who had been the parish 
priest of the SS. Trinita and editor of the periodi 
cal Vero am ico , as well as the deserving founder 
of an institute for deaf and dumb women located 
in Via della Braina and of a night school for poor 
women: “everyone knows who Don Buffetti is: a 
false man and one of the most devout members of 
the Jesuit sect. One less truffle in Bologna.”
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Banquets and luminaria

At the end of the consistory the pontiff invited 
the cardinals and the highest Bolognese author 
ities, about eighty persons, to a fraternal agape, 
that is, to the ritual State dinner: “he himself,” 
Bottrigari writes, “wanted to help, as he usually 
did, from the highest seat at the table, showing 
that he was urban with the guests to whom he 
served ice cream with his own hand. With this 
uninhibitedness, these traits of gentleness, and 
with his kind manners (perhaps not quite suited 
to the Vicar of God on earth) Pius IX is the true 
model of a gentleman!”
An epigraph which still exists in the ex-dormito- 
ry was dictated by Francesco Rocchi in memory 
of the consistory.
Another inscription, composed by Gino Rocchi, 
the son of the aforementioned Francesco, in 
stead recalls the two conversations on June 20 
and August 6, respectively, between Pius IX and 
Marco Minghetti in San Michele, who made an 
extreme attempt to convince the pope not to dis 
appoint the subjects. But to no avail.
When the sojourn of Pius IX was about to end 
the papal villa became the theater of an elegant 
worldly event. On August 15 the pontiff offered 
“to the most elect citizens” a nocturnal feast 
which is meticulously reported in the Gazzetta. 
The manifestation was begun with “a gracious 
march of numerous wax torches on the part of 
the municipal guard and the civic firemen.”

The torches were extinguished in a moment,” the 
newspaper continues, “after festive sounds, fire 
works were set off to illuminate ‘trasparenti’ that had 
previously been arranged, representing fountains, 
vases of flowers, coats of arms of the municipality; 
sadness was expressed for the imminent departure of 
the Pope with warm vows of adventurous return. In 
the midst, in an aureola of beams the name PIO glit 
tered. And while the ‘trasparenti’ shone, a new 
demonstration was being prepared. As soon as it be 
came dark, the pontifical orchestra took its place be 
tween the municipal guards and the firemen; there 
were also a great number of excellent singers, and as 
the torches were relit, at once and in a single spot, a 
new hymn in honor of Pius IX was heard, written ex 
pressly by the egregious composer Commendatore 
Giovanni Pacini, and it was accompanied by instru 
ments. Master Roncagli directed the vocal part and 
Maestro Bonifaci the head of pontifical music direct 
ed the instruments. Nearby guards and firemen 
shaped beautiful patterns with their torches. The mu 
nicipal guards circled the four vessels with the pon 
tifical colors, created circles with edges, and four 
turning stars were formed while in the middle the

firemen designed in emblematic letters: first V P P IX 
(Long live Pope Pius IX), then B P S  (Benediction 
Holy Father); then V F S P (Happy Voyage Holy Fa 
ther); finally, R S B A (We Hope You Return Soon).

The next Monday, after hearing the Mass in the 
church of San Michele, to which he gave pre 
cious fittings, and after receiving the honors of 
the pontifical guard at the legatine villa and from 
a band of Austrian soldiers who intoned the 
pontifical hymn, Pius IX left for Pianoro directed 
towards Tuscany. The bitterness and the disap 
pointment of the people of Bologna for the lack 
of reform can be heard in the words of Bottrigari 
who exclaims: “go thus with God, we wish him 
a safe trip without wishing that he return!”
The auspices of our chronicler were confirmed: 
Pius IX would never again set foot in Bologna 
which soon after on June 12, 1859 voted for its 
annexation to Piedmont.

Vittorio Emanuele II in the Villa Reale 
of San Michele

The new chapter in the history of Italy that start 
ed with the unification immediately affected San 
Michele by changing the function of the ex- 
cenoby that from legatine or papal residence be 
came villa reale, and the people of Bologna se 
cretly hoped that it could sooner or later honor 
its new name.
The occasion was not late in coming: on May 1, 
I860 at two forty-five in the afternoon, an 
nounced by a cannon shot, Vittorio Emanuele II, 
on his way back from the capital of Florence, ar 
rived to be acquainted with his new subjects 
who gave him an enthusiastic welcome. “As if by 
miracle,” Bottrigari writes with a pinch of em 
phasis, visibly impressed by the event so long 
awaited, “the rain stopped on his arrival and the 
beautiful Italian sun, shining once again, smiled 
at the cordial joy of this people who for the first 
time could admire the virile semblances of the 
first soldier of the independence of Italy.”
A faithful portrait of the impatient wait of the 
people of Bologna is offered by the local news 
paper of the times, the M onitore di Bologna, 
which rose from the ashes of the defunct papal 
Gazzetta-.

There was desire, undescribable anxiety in everyone. 
Those who did not arrive on time, and unfortunately 
there were many, are still saddened by it. The others 
were not satisfied to see and applaud the Italian King 
just once, rather they hurried to all of the openings in
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the roads along which the royal procession was still 
to go and they followed him as far as the residence 
villa of His Majesty in San Michele in Bosco, and they 
saluted him with enthusiasm when he deigned to ap 
pear at the balcony. Along the street all of the win 
dows were crowded with elegant women and from 
all of them fell a cloud of flowers on the open car 
riage on which His Majesty sat.

The king, who was accompanied by Minister 
Cavour and General Manfredo Fanti, took lodg 
ing in the villa of San Michele in Bosco, which— 
despite changes in the times, fashions and 
regimes— continued to maintain its role as the 
place where illustrious personalities were acco 
modated. The hillside swarmed with curious on 
lookers: “an enormous crowd directed towards 
the villa reale to acclaim him anew, so much so 
that the king came to the balcony to greet them 
and thank them more than once.”
In the evening the city was clarified by a great lu- 
minaria, much more joyful and impressive than 
that not so long ago held to honor the presence 
of Pius IX. The next day at San Michele a great 
court dinner was held, not unlike the previous 
dinners of the papal State, with the intervention 
of all of the deputies and the senators of Ro 
magna, the Mayor of Bologna, General Cialdini, 
and other authoritative spokesmen of the local 
and central government.
According to several scholars, during this same 
circumstance a stormy conversation was to have 
taken place between Vittorio Emanuele and 
Cavour as to the opportunity of the “undertaking 
of the Thousand.” This episode—which is 
doubted by modern historical criticism—was al 
so immortalized in an epigraph, composed by 
Gino Rocchi, which today can be found in the 
central cloister.
On May 3, the last day of the king’s stay in the 
ex-convent of the Olivetans, during the very first 
hours of the morning Vittorio Emanuele took a 
healthy ride on horseback along the hills of 
Bologna as far as Monte della Guardia and to the 
sanctuary of the Madonna di San Luca. On re 
turning to the villa, after repeated ovations by 
the crowd, he went to the balcony to look over 
the square three times. In the meantime the city 
was being decorated for the departure of the 
sovereign which was set for the next day: “not a 
single house even in the more remote roads,” 
Bottrigari notes, betraying his profound satisfa- 
tion, “is not ornate with tapestries, garlands, re 
gal coats of arms and flags.” During the evening 
the hills around San Michele and the entire city 
were cheered by another sparkling luminaria:
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The middle cloister.

Details of the XVIIth 
century railing 
in the church that divided 
the choir reserved for 
the monks and the nave 
(which is now in 
the passageway between 
church and hospital).

Opposite

View of Bologna from the 
bell tower of the church of 
San Michele in Bosco.

Detail of the wrought 
iron top part of the well 
in the octagonal cloister.
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Yesterday evening at eight o’oclock the popular feast 
in the hills surrounding the villa reale of San Michele 
in Bosco began. Two cannon shots thundered and all 
of the villas and the edifices that could be seen were 
suddenly illuminated in the three Italian colors. Then 
numerous groups of young people, coming from dif 
ferent locations, covered the hillside of San Michele 
where the musical bands played, shouting and cry 
ing, echoing everywhere, and from one place to an 
other they answered each other at a great distance. 
Two more cannon shots and a group of rockets were 
shot ending the fireworks, and the people descended 
from the various hills to unite on the road of Porta San 
Mamolo to go to Piazza Vittorio Emanuele where all 
of the buildings that surrounded it were splendidly il 
luminated.

These were the last moments of San Michele as 
villa reale. The next day, May 4, “with the ap 
plauses and the benedictions of everyone, the 
sovereign, between two wings of the screaming 
crowd, descended the hill to go to the train sta 
tion and depart for Modena.”

The founding of the Rizzoli Orthopaedic 
Institute

Once its function as royal residence was be 
trayed, a function which, in tmth, was more 
nominal than effective, the San Michele complex 
became property of the State “and ran the risk of 
being sold at a public auction and of becoming 
the property of he who, for private advantage, 
would not have known or wanted to preserve it 
for the honor of the citizens.” These are the 
words of a report presented in 1880 at the 
Provincial Council of Bologna. But a vaster hori 
zon was in store for the ex-cenoby of the Olive- 
tans. During the meeting of the provincial coun 
cil on April 12, 1880 Deputy Alessandro Sassoli 
communicated that since 1878 a “Bolognese sig 
nore” who preferred to remain anonymous, 
wished to “found an Institute of public utility in 
that complex, paying forty thousand for the State 
property and tying up one hundred thousand 
lire to guarantee the preservation and the main 
tenance of the monumental part of the building.” 
With this philanthropic initiative the unknown 
benefactor promised to achieve three lofty 
goals: “the progress of science, the good of hu 
manity, and the honor of the country.”
This person was Prof. Francesco Rizzoli, a fa 
mous surgeon and senator of the kingdom, who, 
a short time earlier, on April 7, 1880, had sent the 
lawyer Alessandro Sassoli a letter to stress and

further define the principles that inspired his no 
ble gesture.
One month later, on May 8, a few days before his 
death (on May 24), the illustrious philanthropist 
made a formal act to destine his conspicuous 
wealth in favor of the projected institute. The es 
sential points of his last will were engraved in a 
stone that can still be seen to the left of the main 
entrance to the building.
The will reaffirmed that the monumental struc 
ture of San Michele was to be “perpetually pre 
served and maintained for the honor of the 
country and at the expense of the funds allot 
ted.” Furthermore, Rizzoli established that the 
hospital was to bear his name, “which was to be 
impressed in letters in metal at the front or in the 
entryway.” “In it,” the writer of the will conclud 
ed, “will be kept all of the titles and honorary 
certificates obtained during the course of my sci 
entific career, and it will hold all of the instal 
ments pertaining to the art of health imagined or 
perfected by myself, as well as my library.”
Five years after the death of the philanthropist, on 
April 20, 1885, a vast project was presented that 
involved the restructuring of the ex-convent, in 
order to adapt it to its new function, and the con 
struction of various outside pavilions to be used 
as wards and other services connected with the 
activity of the hospital. Because of the high cost a 
new project was planned in 1887; unlike the first, 
it contemplated the realization “of the entire hos 
pital inside San Michele, giving up the idea of 
new buildings.” However, this project, too, was to 
go unfinished. In fact, during those years the ex 
complex of the monks was the stage of a new and 
important cultural event that obstructed the onset 
of work to make stmctural changes.

The Esposizione Emiliana in 1888 
and the visit of Umberto I

In 1888 Bologna was getting ready to solmenly 
celebrate the VUIth Centennial of the life of glo 
rious study with a rich program of initiatives, 
destined to give vast importance to the festivity 
and to call the attention of Italy and the world to 
the city. The strength of the manifestation was 
represented by the great Esposizione Emiliana 
that included a series of interesting demonstra 
tions held in the Giardini Margherita.
And San Michele in Bosco certainly had its place 
in such an exceptional celebration; with its ele 
gant and spacious structure and its enviable po 
sition, it constituted the ideal site for those ex 
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hibits that were in character with the historical 
and artistic value of the edifice. The National Ex 
hibit of Fine Arts was thus set up in the ex-con- 
vent, divided into two sections— a modern one 
and an antique or historical one-—as was the ex 
hibit of treasures of the Risorgimento and special 
exhibits on teaching, providence, and charity, all 
spread out over a surface of six-thousand square 
meters. A large gallery, that included nine rooms, 
built specifically for the event along the facade of 
the edifice, a vast milieu obtained by covering 
the central cloister with glass panes, and the 
gallery of the adjacent cloister, which was also 
closed over with glass panes, collected paintings 
and works of modern sculpture. Two rooms on 
the ground floor instead accomodated antique 
works of art while the ex-guest apartment (which 
is now the “sala Bacchelli”), where Vittorio 
Emanuele II had stayed in I860, was occupied by 
minor exhibits. The industrial art exhibit was in 
stead located in the grandiose upper ex-dormito 
ry. Finally, the four rooms of the library housed 
the Exhibit of the Risorgimento, organized by Vit 
torio Fiorini and Raffaele Belluzzi, that had an ap 
pendix in the octagonal cloister, which for the 
occasion was covered and transformed by Prof. 
Pietro Loreta into a Temple of the Risorgimento. 
To facilitate the arrival of the public to the exhibits 
at San Michele, in addition to a steam trolley that 
went from the Giardini Margherita up to what is 
today known as Via Codivilla, the engineer 
Alessandro Ferretti—who had done something 
similar in the great Exhibit of Torino in 1884— de 
vised a daring cable railway that from the via 
panoramica twisted and turned as far as the 
square of San Michele in Bosco. The periodical of 
the Esposizione Emiliana portrayed the Ferretti 
cable railway and its technical requirements:

The “Ferretti cable railway”

The “Ferretti cable railway” of San Michele in Bosco, 
built and activated by the engineer A. Ferretti was in 
augurated last Thursday, May 3, at the same time as 
the vernissage, with the participation of the Executive 
Committee, the press, and many other persons who 
had kindly been invited. The ascent took about two 
minutes and moved to the strolling sound of the regal 
march; it was mechanically perfect, and delightful in 
terms of the impression that one gets from the rapid 
and imperceptible elevation above the splendid 
panorama. At noon all of those present were invited 
by Ferretti to the restaurant of the cable railway for a 
sumptuous refreshment which was truly successful. 
The cable railway of San Michele in Bosco providing

access to the National Exhibit of Fine Arts is set in mo 
tion by a twelve-horse steam machine; it has two per 
fectly balanced cars that can carry up to 30 people; it 
is on a double track, gauge is normal, and it can take 
a double ride up or down every three minutes. The 
engineer Ferretti is also the owner of the steam trol 
ley that mns from the Giardini Margherita to San 
Michele in Bosco.

The ride up to San Michele in Bosco on the Fer 
retti cable railway for the people of Bologna and 
for the vistors was an unusual and emotional ex 
perience, probably similar to getting on an air 
plane for the first time. A newspaper report, 
which was also printed in the periodical of the 
Esposizione, confirms this:

In San Michele in Bosco, an enchanting sojourn for 
Italian art, for this entire semester it is possible to com 
fortably arrive from two locations: either from the Gia 
rdini Margherita on the steam trolley that huffs and 
puffs up the small roads of the Cappuccini, that rises 
twisting and winding as far as Villa Revedin, or from 
Porta D’Azeglio on the cable railway that in a minute 
and a half creeps up the side of the hill to reach the 
open space at the top. This is obviously for anyone 
who cannot or will not be brought there in a carriage 
up the panoramic road that may be driven on as far as 
the arch of the entryway, a manner of transportation 
that is always more pleasant and, most of all, more dig 
nified. But the ascent with the cable railway has the ad 
vantage, if compared with the other means used, of 
giving one a new and original impression, an impres 
sion that borders on emotion. The ascent is nearly im 
perceptible: one feels as though one were being lifted 
from the earth transported by an invisible force or by a 
balloon released in mid air. The beautiful panorama of 
the city and of the plain becomes more and more ap 
parent as if by magic with a rapidity that is so unusual 
that one feels as though he were dreaming, until one 
dominates it from the open hillsides, from the green 
and fresh underlying valleys, to the immense expan 
sion of the plain that reaches as far as the sea, to the last 
violet lines of the horizon. If you have the strength to 
keep your eyes shut for a minute you might think that 
you have been flying. The emotion of the splendid 
spectacle of nature and of the unusual way of savoring 
it, marvelously prepares the soul and the senses to 
wards aesthetic delight, the enjoyment of art.

Antique and modern art 
and treasures of the Risorgimento

The antique art exhibit at San Michele in Bosco 
ordered by Corrado Ricci and by Adolfo Venturi 
with the collaboration of Giulio Ferrari and Ana- 
cleto Guadagnini, was not, in the words of Ricci 
himself: “what it should have been considering
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the criteria on which it was planned... Thus, in its 
entirety,” the critic continued, “it is none other 
than a study, an atelier, a warehouse, a museum, 
a marvelous one, if you wish, but of disparate 
things, collected in two rooms thanks to the 
compliance of the single owners.” Despite this, 
the exhibit, which held the works of famous 
Bolognese and Emilian artists of the fourteenth 
and fifteenth centuries and of the beginning of 
the sixteenth century, in addition to one-hun 
dred and two antique miniature codes, was “one 
of the most gracious and curious events of the 
rooms of San Michele in Bosco.”
The National Exhibit of Modern Art, organized by 
the poet Enrico Panzacchi and represented 
throughout the region, hosted more than one- 
hundred and thirty works of sculpture and about 
a thousand paintings, all by the most famous con 
temporary Italian artists. To accomodate the re 
view in a dignified manner the building was com 
pletely renovated and embellished. Because of its 
vastness— inundated “with the salient fragrance 
of the woods and of the garden in bloom”— it rep 
resented a truly superb site for the works selected. 
To inaugurate the Esposizione Emiliana, on May 
6, 1888, King Umberto I came to Bologna, ac 
companied by Queen Margherita, Prince Vitto 
rio Emanuele, and the Ministers Crispi and 
Grimaldi; they were all welcomed, needless to 
say, by the solemn ceremony rituals and by the 
applauding population. After quickly visiting the 
exhibit on music, agriculture and industry, in the 
pavilions at the Giardini Margherita, the sover 

eign and the authorities took a carriage to San 
Michele in Bosco— thus, the name of the second 
king of Italy was added to the monastery’s al 
bum of illustrious visitors.
On the hill the guests were received by “wonder 
ful mandolin music played by a numerous group 
of young ladies and young men, as Cav. Pirani’s 
ouverture could not be played.” The panorama 
offered by San Michele made a great impression 
on the sovereigns: “the most beautiful painting of 
the exhibit,” the editor of the Carlino writes with 
municipalistic pride, “is the view enjoyed from 
this site. The towered city and the picturesque 
lines of its hills in a great infinite space! The nat 
ural great attraction of the place is the panorama 
that makes the position of this national artistic ex 
hibit an immediately seductive one.”
After officially inaugurating the art expositions, 
Umberto I and his guests went to the central 
room where he was offered a sumptuous lunch 
of honor prepared by the pastry chef Francesco 
Majani. Among those present were the poet Gio- 
sue Carducci with whom Queen Margherita ex 
changed a few words immediately reported by 
the chroniclers: “Very good, Professor! I read 
your last poem for Jauffre Rudel and I even 
learned it by heart!” Carducci bowed evidently 
pleased and was then introduced to the Prince of 
Naples to whom he exclaimed: “Your Highness I 
compliment you for having tried your weapon 
before entering into battle!”
Towards evening the king and the others de 
scended towards the city along the via Panoram- 
ica, escorted by cuirassiers and by musical bands 
amidst the applauses of two uninterrupted 
wings of the people. The next day, accompanied 
by Count Giannotti, Umberto returned to San 
Michele in Bosco to visit the so-called Temple of 
the Italian Risorgimento, set up in the Carracci 
cloister, “making a wish (that was naturally ful 
filled) to remain alone in order to minutely ob 
serve all of the documents and the objects that 
make up this important part of our exhibit.”
The next Wednesday the sovereign returned to 
San Michele. The king on his way back from a 
walk on the nearby hill that had belong to the 
Cappuccini, where he bought from the breeder 
Agostino Fabbri two English trotters for his sta 
bles, “ran through the artistic exhibit welcomed 
and accompanied in his rapid run by the lawyer 
Mariotti.” The next day, the last of his sojourn in 
Bologna, Umberto I and Queen Margherita once 
again went up to the ex-monastery attracted by 
the suggestiveness of the place and by the great 
worth of the works of art.
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The inauguration of the Rizzoli Orthopaedic 
Institute in the presence of King Umberto I

After this worldly interlude work was initiated in 
San Michele in Bosco to restructure the building 
for the future needs of the hospital. On May 19, 
1892 the Province approved a new and definitive 
project, devised by the architect Giachi of Milano, 
assisted for the medical aspect by Prof. Pietro 
Panzeri, the future first director of the institute, 
and for the technical aspect by the engineers 
Brunelli and Canonici of the Province. A descrip 
tion of all of the work done, of the problems dealt 
with, of the technical and financial problems that 
gradually surfaced, of the difficult and meticulous 
artistic restoration carried out so that the new ed 
ifice would conform to its new destination with 
out altering its monumental aspect, rather, ex 
ploiting it, and shedding light on the hidden 
works of art, is provided in detail by the lawyer 
Giuseppe Bacchelli, president of the Provincial 
Deputation, under the sagacious and scrupulous 
guidance of which the work to restructure the ed 
ifice was done. Thanks to Bacchelli’s diligence, 
who also consulted with Alfonso Rubbiani and

Achille Casanova, the following were renewed: 
the spire of the bell tower (demolished several 
years earlier to create a lookout balcony), the 
Carracci room, the nocturnal choir, the dormito 
ry—the partitions that mined it were removed— 
and, above all, the refectory. Its devastation made 
Bacchelli exclaim: “The Vandals are not, unfortu 
nately, an ancient people consigned to history!” 
The inscriptions that had been erased for the Es 
posizione in 1888 were restored, adding them to 
those that immortalized more recent facts. The 
work, directed by Bacchelli, gave back to the 
building most of its ancient splendor, and as just 
ly observed by Rubbiani, assumed an “evidently 
respectful character of history and of art.”
In the solemn meeting of the Provincial Deputa 
tion held on August 8, 1895, President Bacchelli 
could finally with some pride exclaim: “The Riz 
zoli Orthopaedic Institute has been completed. 
Tire great ship is finally set to sail! And we have 
done all that we can so that nothing will keep it 
from being agile and strong.”
The departure of this “ship” of orthopaedic sci 
ence took place on June 28, 1896, and it was a 
particularly solemn one, also because of the pres-
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ence of King Umberto I who, after just eight years, 
once again rode up to San Michele in Bosco, thus 
attesting to the exceptional importance of the 
new scientific work, destined to achieve prestige 
of worldly renown thanks to distinguished or 
thopaedists like Pietro Panzeri, Alessandro Co 
divilla, Vittorio Putti and their successors.
The sovereign was accompanied by Queen 
Margherita, Prince Vittorio Emanuele and the 
Marquis Antonio di Rudini, President of the 
Council of Ministers.
The inaugural ceremony was held in the after 
noon. The parade of carriages along Via 
D’Azeglio, richly decorated and incredibly 
crowded, and along the Via Panoramica was 
very impressive. In the area between the square 
and the main entrance were lined up the work 
ers who had actually done the work to restore 
San Michele in Bosco, with their foremen and 
the associations of Mutuo Soccorso with their 
banners. At the end of the road, next to the en 
trance to Villa Revedin, a great number of citi 
zens crowded together, but they soon broke the 
lines to surround the royal carriage. As soon as 
the sovereigns got down from the vehicle a 
crowded representation of students rushed to 
wards the door to the Institute, cutting the suite 
of invited guests in half, and moving in between 
the authorities. The same students, checked by 
the law and order service made up of veterans 
and “garibaldini” and the sons and daughters of 
the most notable Bolognese families, but to no 
avail, invaded the vestibule and the first cloister, 
even breaking some of the windows. Umberto I 
and Queen Margherita were led to the refectory, 
that had been totally restored and furnished with 
magnificent carpets around the royal stage de 
signed by Rubbiani and Bacchelli.
After the preliminary rituals were over, the offi 
cial ceremony began with a brilliant oration by 
President Bacchelli that was warmly applauded. 
This was followed by the visit of the sovereigns 
to the institute, guided by Bacchelli, the director 
Panzeri, and by Dr. Cesare Ghillini, an or 
thopaedic specialist who had already performed 
many successful operations. The Carlino reports 
the event in its confident and savory chronicle:

In the surgical theater were the students who acclaimed 
the sovereigns, the generals, the professors. In the 
Swedish orthopaedic gymnasium Dr. Ghillini demon 
strated how the various machines moved. The visit 
continued to the rich baths, to the consulting rooms, 
until the sovereigns entered to rest and to be refreshed 
in an elegant study prepared for the purpose with fur 
niture of the XVIth century, provided by Commenda-

tore Sanguinetti. The gardener Gnudi had completed 
the effect of the rich and artistic furniture with a lovely 
flower arrangement. While the sovereigns with their 
court were freshening up, the buffet for the authorities 
and those invited was served with great richness by Ma- 
jani, whose shop is under the Pavaglione. [...]
As they walked along the King was introduced to Cav 
alier Rubbiani, the painter Casanova, the sculptor Bar- 
bieri. A group of veterans were lined up on the stair 
case, and the King was pleased to shake hands and 
speak courteous words with each one them. The top 
floor was visited in its entirety and included the rooms 
of the patients, the room with the balcony at the north 
east comer from which may be contemplated the 
beautiful panorama of the city and of the faraway 
plain, the dormitories, the refectories, the medication 
rooms and the museum. Lined up at the southern end 
of the large corridor were five or six youths with chil 
dren who had been operated on in the Institute and 
who were now well. The Queen spoke kind words to 
a young girl who, thanks to an operation performed by 
Ghillini, had healed from a very severe imperfection, 
and she caressed the children. Finally, the sovereigns 
were taken to the new gallery that overlooked the 
main entrance. [...]
Going back down to the ground floor they walked 
along the gallery of the central cloister along which the 
workers were lined up. To repeat the acclamations is 
impossible. The people were delirious. The King 
spoke with several foremen among whom Pinghini, 
the author of the wood furniture, Pedrini the master 
builder, the blacksmith Maccaferri from Zola, Rangoni 
and others, complimenting them, and then he moved 
towards the exit. The visit had been a long one, the 
crowding tiresome, and it was now time to go. At the 
door there were new enthusiastic acclamations to the 
sovereigns and various shouts of “Long live Rudini, the 
gentleman Minister!” [...]

“The number one hospital in the world!”

Among those present at the ceremony were also 
Prof. Lorenz, illustrious Viennese surgeon who 
during a toast expressed flattering remarks for 
the new Institute: “I came here to see my con 
federates of the science of orthopaedics and to 
see the Rizzoli Institute. I have only seen a part 
of it, but I am sure that there is nothing similar 
anywhere in the world. Since my colleagues will 
be able to obtain what art has already achieved, 
the Rizzoli Orthopaedic Institute will be the cen 
ter of our science! Long live our science!”
The Gazzetta again reports that the king spoke at 
length with the skilled workers who had taken 
part in actually restoring and restructuring the in 
stitute: “the workers also came to the room where 
refreshments were being served and they acted 
like gentlemen. This, let us say it,” the newspaper
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concluded polemically, “could not have taken 
place in certain... moral capitals of Italy!”
As the Carlino  of June 29, 1896 reports, among 
the equipment that most impressed the visitors 
were the Turkish baths, “of various forms and 
covered in multi-colored marble and decorated 
in Pompeiian style with great taste,” also provid 
ed with solid wooden chairs and tricylces in an 
tique style. The surgical theater was also impres 
sive, “all in veined white marble, with thick-glass 
tables supported by metallic legs, and with clos 
ets in glass for the surgical cast iron instruments 
so that neither dust nor germs could settle.” But 
there is more: the unknown journalist with un 
voluntary humor in fact informs us that “the 
germs of any age and race” (!) will find death in 
the sterilization that all of the belongings of the 
patients and of the personnel are submitted to.” 
The same journalist concludes that because of 
the innovations adopted in setting up the new 
hospital complex, an illustrious American physi 
cian exclaimed that the Rizzoli Institute was “the 
number one hospital in the world.”
In memory of the day of its official birth Gino 
Rocchi dictated the beautiful epigraph immured 
at the main entrance. When we look at the ex 
complex of the Olivetans today we cannot help 
turning a thankful thought to Francesco Rizzoli 
who, with his philanthropic gesture, preserved 
this precious monument of the city, destining it 
to be an institution that the Bolognese have al 
ways been proud of. Thus, we must agree with 
Alfono Rubbiani when he writes, after admiring 
San Michele “a fortress for defense or the con 
spiracy of the enemy, a royal palace, a prison, 
the art of restoration has now replaced the spires 
of its bell tower, the limpid beauty of its gentle 
architecture, and the treasures of its sixteenth 
century frescoes, eyes are lifted from the city to 
wards this sacred acropolis built to the goodness 
of science and to the beauty of human piety. ”(*)

(*) For criticism, complete bibliography, and further infor 
mation on the themes dealt with, see: G. R o v e r s i ,  “Assedi, 
conviti, feste, papi, sovrani, scrittori: le vicende del luogo 
dal XIII al XIX,” S. M ichele in Bosco, ed. R. Renzi (Bologna: 
1971), pp. 85-167.

For die opinions on the foreigners cited in the text see: G. 
Roversi, Viaggiatori stran ieri a  B ologna  (Bologna: L’ln- 
chiostroblu, 1994).
With regard to the epigraphs recalling illustrious visitors 
see: G. Giordani, In d icaz ion e  storico-artistico delle cose  
spettanti a lia  villa legatizia d i S. M ichele in Bosco, Appen 
dix I (Bologna: 1850).
Bosi on the A rchivio p a tr io  d i R im em bran ze fe ls in ee  a n -  
tiche e  m odem e, III (Bologna: 1857), appendix in blue pa 
per, pp. 45-60.

U. Barbieri, Le iscrizion i d i S. M ichele in B osco  (Bologna: 
1929).
For the other subjects, see:
L. Alberti, Libro I  d elle Historie d i Bologna, 1541, for 
Bartholomeo Bonardo and M. Antonio Grosso, p. 17 n.n.
L. Alberti, Descrittione d i tutta Italia  (Bologna: 1550)
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The facade and side 
of the church 
of San Michele in Bosco.

“Sa n  M ic h e l e ” a m id s t  A r c h it e c t u r e  
a n d  L a n d s c a pe

Pier Luigi Cervellati

Introduction

T he role of San Michele in the urban 
panorama has profoundly changed. The 
context of the city has changed, and the 

arboreal surroundings have varied completely. 
It is obvious that the city has changed! Since the 
time that the walls enclosing it were torn down, 
the outside prolongations (and the monuments) 
have been englobed in another city, often radi 
cally changing their spatial and functional mean 
ing. This has happened to a lesser extent in the 
hilly region. For many years, during this century, 
as well, the relationship between San Michele 
and the city remained nearly the same as that 
which may be observed by looking at the large 
map engraved and published by Blaeu in Ams 
terdam in 1664. At the center of the stupendous 
“illustration” stands San Michele in Bosco. The 
woods, to be truthful, are imperceptible. The 
polygonic plant of the city— B on on ia  Docet 
M ater Studiorum—is viewed from the north. 
The hills and the fields frame the image: the in 
side of the circuit of walls is exalted from the 
outside. At the center of this external part, in 
fact, is San Michele, and just a bit lower are the 
monasteries of Sant’Annunziata and of the Badia 
delle Acque. To the left in a “riporto” is the por 
tico of the Alemanni that connects the monastic 
complex to the city. The sanctuary and the por 
tico of San Luca, in the form that all of us are fa 
miliar with, has not as yet been built.
San Michele constitutes a pivot. An “emergence,” 
in today’s words. A figurative and spiritual pres 
ence. A kind of stronghold presiding over the 
city, towards which the city devotes a great deal 
of attention. In 1664 the architecture is nearly de 
finitively laid out (as much as sacred architecture

the object of constant reflections and adjust 
ments can be), and the great, triumphal, cycle of 
frescoes in the octagonal cloister have been fin 
ished just a few years earlier. Until the time of the 
Napoleonic suppressions, the convent is en 
riched amidst enlargements and adjustments, 
and it takes on its definitive shape. During this 
century, while its monastic structure changes to 
become a renowned hospital center, research 
begins prevalently to discover the authors and 
roles of this great architectural complex.

For many years interest in the architecture of San 
Michele in Bosco was limited to identifying its au 
thor. It was a problem of a philological nature. 
The richness of the facts that did exist, that could 
be deduced from the Libri delle fabbr ich e  of the 
Convent, helped historians identify the author 
who conceived of its essential plant at the begin 
ning of the sixteenth century. Unfortunately, in 
the documents found up to the present, it is pre 
cisely the name of the planner that is missing. A 
manuscript consulted by Guido Zucchini is ig 
nored by the historians that had first dealt with the 
subject— in particular, Malaguzzi Valeri, with a 
specific treatise dated 1895, and Supino, whose 
work on the art of the churches of Bologna is dat 
ed 1938— makes it possible to more accurately 
date the work. It also allows us to lean towards 
the thesis that the work may be attributed to Bia 
gio Rossetti. This is a thesis put forth by Padovani, 
a scholar of local history, in an article dated 1927. 
The suggestion of this attribution, which is denied 
by Rossetti’s historian— or Zevi in his Biagio Ros 
setti, architetto ferrarese. Ilprim o urbanista mod- 
erno europeo, dated I960— ends up giving sec 
ondary importance to the peculiar features of this 
architectural complex and its bearing on the ar-
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The church of San Michele chitecture of Bologna. The author’s research has
in Bosco in an xvnith overlooked the meaning that the complex has (or,
century drawing. rather, had) within the scenic context of the hill.

So much so that it may be supposed that the miss 
ing scenic reading— the orientation and the posi 
tioning of this structure—considerably influenced 
the arboreal development that ended up half-hid 
ing it from the view of its citizens.
The author’s research has overlooked the typo 
logical and urbanistic connotations and parame 
ters that tie San Michele to extra-urban building 
episodes and to the principal monastic organisms 
included within the texture of the city. On the oth 
er hand it would be impossible to give secondaiy 
importance to the question of the attribution of
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one of the “most majestic religious constructions 
of the sixteenth century”— as Malaguzzi Valeri 
called it in his L’architettura a  Bologna nel Ri- 
nascimento dated 1899- Nonetheless, because of 
a lack of further information and because the 
work of Rossetti has in recent years been “rede 
fined,” the search for an author may not be so im 
portant, also because, as Zevi believes, a mor 
phological comparison with the other works by 
Rossetti might give only negative results. 
Zucchini, in fact, sets the date of the work that 
leads the church to its current aspect (according 
to the reading of the manuscript mentioned 
above) to between 1517 and 1523 and not be 
tween 1490 and 1510 as Malaguzzi and other his 
torians had sustained, “who, in re-evoking the 
historical and artistic events of San Michele, have 
shown little discernment in the use and in the 
comparison of facts,” (as believed by G. Roversi 
in San M ichele in Bosco  [Bologna: 1966]). The 
lack of precise clues and a definition of the date 
of the work done leads Zucchini to suppose 
“that a design previously established was used 
as a guide, and that it could have been provided 
by Rossetti, who died in 1516.” In agreement 
with Padovani Zucchini emphasizes the consid 
erations of a historical and stylistic nature in fa 
vor of the attribution to Rossetti. Furthermore, 
“Rossetti had worked in Ferrara for the same 
Olivetan order, in the church of San Giorgio,” 
and “the stylistic comparisons are even more 
probative, as every architectural member of San 
Michele corresponds to buildings by Rossetti. 
The facade repeats—on a reduced scale— the 
lines of that of San Francesco... The lateral porti 
co reveals the brickwork moulding of the 
“oculi,” common to many works of the 
monastery. The apse is the younger sibling of 
that of our Cathedral. Both the inside and the 
outside are the work of a single architect, and 
despite the fact that he adopted the system of pi 
laster strips, so often used in Bologna during the 
Renaissance, I do not believe he ever left the cir 
cle of Bolognese architects. The union between 
Tuscan and Ferrarese forms is justified, if we ad 
mit that the author of the church is Rossetti,” 
(Zucchini insists in a publication with the same 
name as that of Roversi but published in 1943). 
On the contrary, Zevi writes of San Michele: 
“...numerous morphological Rossettian elements 
correspond, particularly in the facade and in the 
apse. But they are not enought to adjudge the or 
ganism to the Master. Biagio’s intervention is not 
to be excluded... but it must be considered ‘con 
sulting’ done for pupils or collaborators.” San



The church in an early Michele, Zevi emphasizes, like twenty other
XXth century image. works, is to be included within an array of pro 

fessional jobs by Rossetti “not in his artistic biog 
raphy.” If we think that for the entire sixteenth 
century and for the two centuries that followed 
San Michele was repeatedly restored, amplified, 
transformed, until its decadence occurring with 
the suppression of religious orders (1798), it is 
extremely problematic and perhaps a bit useless 
to circumscribe a reading of the architectural 
complex to the elements that interest a definition 
of the author of the church alone. To do so would 
add nothing to a more in-depth knowledge of 
the Ferrarese architect, as San Michele— in this 
light—would be a minor work of Rossettian in 
spiration, but certainly realized external to his di 
rection; at the same time we would end up limit 
ing the value and the function of this monument, 
estranging it from its natural context of the histo 
ry of architecture and of Bolognese city-plan 
ning. Not only; if we wish to conduct more in-

depth research on the attribution, it is necessary 
to include in the study a series of buildings in 
Bologna, totally ignored by Rossettian historiog 
raphy, but that like San Michele present different 
morphological and structural affinities with the 
work of the Ferrarese master. Thus, if we set 
aside the search for its attribution, the approach 
to the complex of San Michele could be included 
in the picture of a historical-artistic excursus on 
the events in Bologna of architecture of the Re 
naissance. The complex of San Michele is instead 
analyzed as a type of religious settlement in rela 
tion to those existing and to those that were real 
ized at the same time or immediately after within 
the context of the city and its territory.

The convent/city and the city of convents

The historical events of San Michele are suffi 
ciently well-known. The complex was accom-
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plished during the first years of the sixteenth cen 
tury, and although considerable modifications 
have been made it still preserves its original 
shape. The origins of the settlement are uncertain 
and obscure: in 1114 a small community the sta 
tus and rule of which are not known was already 
living there; in 1348, the year of the plague, the 
priests who lived there nearly all died and the 
survivors descended to live in the city.” (This is 
what G. Zucchini says in the Guida di Bologna  
dated 1930). In 1430, during the seige of Bologna, 
it was completely demolished; it was rebuilt sev 
en years later (the first stone was placed by Pope 
Eugene IV), and it once again welcomed the 
Olivetans in 1455. But it is during the sixteenth 
century that the complex is radically transformed 
and defined with the accomplishment of essen 
tial work: the church, the bell tower, the cloister, 
and work continues for that entire century and 
for several years of the one that follows.
After the suppression of the Olivetan order the 
monastery was reduced to a prison and then to 
a hospital institute.
San Michele, thus, is formed contextually to the 
consolidation of pontifical dominion over the 
city, a dominion that stably begins in 1513, any

fancies on the part of the Bentivoglio family hav 
ing ended forever. The city at that time has a 
consolidated and characterized stmcture. For 
more than a century the third circuit of walls has 
been planned and in part executed; during the 
same time the medieval radiocentric plant has 
held up to new fifteenth century interventions 
without undergoing particular fractures; rather, 
the new constructions have been wisely inte 
grated with the pre-existing structure adapting 
the architectural arrangements to the restrictions 
of the historical and topographical environment. 
During the second half of the sixteenth century 
the city achieves its maximum demographic ex 
pansion before the Unification with 72,000 inhab 
itants, and this demographic growth is followed 
by considerable expansion in construction that 
takes place by saturating of the free areas within 
the zone included between the circuit of walls, 
known as of the Torresotti, and the last perimeter. 
Once again it is the monastic complexes that give 
impulse to the expansion of the city, that will end 
up being an integral part of the new urban tex 
ture, as it is precisely these religious settlements 
that constitute the original matrix of city develop 
ment. During the century in which San Michele is
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transformed into its current arrangement, we may 
imagine a Bologna intent on architecturally defin 
ing the territory included between the two cir 
cuits, where the medieval radial lines and the 
monasteries constitute the urbanistic support and 
the ideological baricenter of the new quarters. 
The Benedictines have for some time installed 
their convents at the high medieval limits of the 
city on each of the radial lines that branch to 
wards the four cardinal points: San Procolo and 
San Benedetto to the south and the north of the 
antique nucleus; Santi Naborre e Felice and San 
to Stefano to the west and east. Similarly, the 
other large monastic orders are located along the 
fundamental directrices with covent complexes 
tangent to or immediately outside the circle of 
the Torresotti: the Carmelites in San Martino 
Maggiore, the Augustinians in San Giacomo 
Maggiore, the Servite order in Santa Maria dei 
Servi, the Laterans in San Giovanni in Monte, the 
Dominicans in San Domenico, and the Francis 
cans in San Francesco. While the Olivetans, the 
Arminians, the Knights of Our Lady, the Obser 
vants, the Camaldolensians, etc., prefer to build 
their own convents extram oen ia  in the territory 
at the foot of the hills.

Furthermore, if we consider the female monas 
teries of San Vitale-Agricola, San Lorenzo, Santa 
Maria della Stella, Corpus Domini, Santa Maria 
della Concezione, Santa Maria M. detta delle 
Grazie, Santa Maria degli Angeli, Santa Caterina 
di Saragozza, Santi Gervasio and Protasio, etc., 
we have a crown of monastic complexes that 
emphasize the delimitation of the walled 
perimeter of the year one-thousand, and trans 
form it from urban and military to religious belt. 
The other ideal boundary for a further location 
of monasteries is represented by the third circuit 
of walls, that during the sixteenth century are 
still partly formed by valleys and stockades. Tan 
gent internally and externally to the walls of San 
Guglielmo, Sant’Orsola, SantAntonio Abate, 
Santa Cristina in Via Fondazza, Santa Chiara, San 
Giuliano, San Pietro Martire, Santa Maria della 
Misericordia, San Bernardo, Santa Annunziata, 
Santi Girolamo ed Eustachio (Le Acque), Santa 
Maria delle Grazie, Santa Agnese, San Giovanni 
Battista, Santa Maria della Carita, etc., they con 
stitute the other religious ring that is repeated at 
greater intervals as a result of the widening that 
occurs between one radial line and another, the 
model of settlement that has taken place along



The octagonal cloister 
of the convent and, below, 
the monumental corridor.

the circuit of the year one-thousand. If we add to 
this list the other external complexes realized on 
the territory of the G uardia Civitatis, where in 
fact San Michele rises, and the internal ones built 
in areas that were already urbanized, such as San 
Salvatore, we have an entire picture that in terms 
of the number and size and architectural quality 
of each single convent presents an urbanistic in 
terest crossing over the architectural one of the 
single complexes.
Even if we consider all of the monasteries gravi 
tating around the circuit of the Torresottis exist 
ing prior to pontifical rule, it is at any rate during 
the pontifical “reign”— from beginning to end— 
that Bologna “city of convents” is strengthened 
with enlargements, reconstructions and new 
plants (for example, Santa Lucia, Madonna di 
San Luca, Sant’Ignazio, etc.). Before the sup 
pression imposed by the French government, 
the complex of convents operating in the city— 
excluding oratories, lay confraternities, board 
ing-schools, hospitals and all of the other activi 
ties run by the church— nothing similar could be 
found in other Italian cities. Jan Baptiste Labat, a 
Dominican father, visiting Bologna in 1706, 
when the pontifical reign is solidly stabilized 
and all of the convents are fully active, writes:

I do not believe that anywhere in the world there is a 
city that possesses more beautiful convents, ones that 
are larger, and more magnificent and more numer 
ous. We truly marvel before the sumptuousness, the 
wide space of the vaults of the cloisters, of the 
vestibules, of the dormitories; the staircases are large, 
well-illuminated, and the steps are low, thus facilitat 
ing ascent. Ornaments arranged wisely may be seen 
in every corner, and everywhere, even in the most 
modest things, there is extreme cleanliness.

The reasons for such a vast blooming of monas 
tic complexes must certainly be considered in 
relation to “the great building fervor that marked 
the Renaissance also in Bologna,” but, Anna 
Maria Matteucci wisely indicates, in “Conventi e 
collegi: lo studio in tutta la citta,” 1970:

Probably it is because of the great attendance of stu 
dents during the course of the fifteenth and the six 
teenth centuries that during those years most of the 
Bolognese monastic complexes were expanded or 
entirely rebuilt. In Bologna, probably because of the 
stimulating presence of academic study, the schools 
of the various Convents of the Mendicanti quickly 
grew in importance, to become places of study, that 
is, international schools to which students of every 
province could come and that were also attended by 
other members of religious orders, clergymen and 
even secular students.

But more generally it may be affirmed that it is the 
role (and the location) that makes Bologna a city 
of convents. Of course, academic study, the pres 
ence of the university, not always qualified dur 
ing the period of pontifical dominion, does give 
impulse to the development of monastic sites. 
Nonetheless, it must not be overlooked that 
Bologna— in terms of importance— is the second 
city of the State of the Church. That of greater 
economic prestige. Located in the north, like no 
other city, of the State itself. On the border and 
garrison along with other dukedoms and other 
States, Bologna had already been chosen by 
Brother Domenico to found his order. The pres 
ence of the “Salma” was a great attraction, as was 
the structural magnificence of the convent. The 
convent, in terms of its typology, is to be under 
stood to be a “city within a city.” Suffice it to think 
of San Domenico that, according to Labat, acco 
modated about 1,000 people, among which 
monks, novices, students, servants, workers, etc. 
without counting that which is currently called 
“income” that must have had a numerical consis 
tency that was just as high, if not higher.
Based on this interpretation, the convents in 
Bologna constituted an actual industry, with 
thousands of workers revolving around the 
monks who through Study worked to diffuse the 
“word” to the rest of the world, the Counter-Re 
formation indicated by the Council of Trent.

The monastic emergence

Although it constituted an emergence even from 
an architectural point of view, San Michele must 
not be considered an episode in itself, but rather 
a religious place with cultural, social, and artistic 
functions similar to those of other monasteries, 
located both inside and outside the third circuit 
of walls.
Tire acknowledgement of the whole of the 
monastic complexes— excluding any other reli 
gious organism— active and operating during 
pontifical dominion (including those trans 
formed during this same period of time) allows 
us to evaluate the urbanistic role and “weight” 
that this whole played within historical urban 
development.
The determination of three phases of location— 
within or tangent to the circuit of walls of the 
Torresotti, within the third circuit and extra moe- 
nia  (in the territory of the G uardia Civitatis)—  
corresponds to the identification of the urbanis 
tic parameters that relate these complexes with
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the city texture and the territory, as well as with 
the functional relationship (architectural and ty 
pological) of extra-urban building episodes with 
the monastic complexes within the city.
San Michele in Bosco is a continuation of the ur 
ban texture along the radial lines of penetration 
to the territory equal to the portico and the com 
plex of San Luca, the Certosa, Santa Maria An- 
nunziata, the convent of the Acque, the portico 
of the Alemanni and of Sant’Orsola, and of other 
extra-urban settlements that absolve a precise vi 
sual and structural meaning in the organization 
of the landscape and of the territory.
In other terms, if we follow the historical 
sources, even if “often contradictory and con 
fused,” C.C. Malvasia suggests in his famous Le 
pitture d i Bologna del 1686, “as often occurs on 
such uncertain terrain, like that of many rapid le 
gal passages of sale and demolition” it is possi 
ble to reconstruct a topographical, typological 
and historiographical catalogue of convents op 
erating in Bologna. A catalogue allowing for an 
interpretation of the value and the significance 
of the convents themselves. Not only their “ur 
ban” and territorial meaning, as support struc 
tures of the organization of the city and the land 
scape, but also and above all in the functional 
city-territory relationship. And comparing the 
character features and the architectural, typolog 
ical, and urbanistic parameters that relate the ex 
tra-urban episodes to the main complexes situ 
ated within the urban texture, the key to an in 
terpretation of the role and the meaning of San 
Michele in Bosco may be found. A recognition of 
the historical topography does not exhaust its 
function in an identification of the architectural 
and urbanistic typology that, by characterizing 
the single complexes, allows us to focus on their 
structural organization and to, in a general 
sense, trace a picture of common parameters, 
thus correctly framing the episode “San Michele 
in Bosco”; rather, it assumes its own precise 
meaning of actuality in the search for the func 
tions that can still be attributed to these com 
plexes.
Today, two centuries after their definitive sup 
pression, the ninety or more convents that con 
stituted the architectural and urbanistic emer 
gences of the city and of the territory, have in 
part been demolished and thus erased forever, 
in part incorporated in residential buildings 
(such as the beautiful cloister of San Bernardo), 
but nearly all of them have transformed their 
original function into uses that are totally im 
proper, that may threaten their physical survival.
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The framework of the monastic sites and their 
relationship with the urban structure consolidat 
ed up until the second half of the nineteenth 
century, until the definitive suppression of the 
convents themselves, establishes very specific 
requirements for their protection and, at the 
same time, their function. Let us observe their 
position. After the “cross” formed by the four 
built by the Benedictines (again, Santo Stefano, 
San Procolo, San Felice e Naborre, San Benedet 
to) the convents are located on both sides of the 
circuit of walls and along the radial lines used 
most frequently on the east, south and west. 
Their presence indicates how there was no cen 
ter or periphery in the walled city, in the sense 
that characterizes the modern urban aggregate. 
The convent, as public and collective, “cultural” 
and spiritual epicenter— as “city” within the 
city— characterizes an area, a quarter, a location. 
When the convents are suppressed they all be 
come involved in different activities. Activities 
that were prevalently public and collective like 
the communities that accomodated them. 
Schools, barracks, hospitals, offices, etc. of the 
new Kingdom of Italy are located within them. 
They constitute the armor of Unified Italy’s pub 
lic services. Their diffusion within the walled city 
on the immediate surroundings superimposed 
them on the historical center making them grad 
ually less suited to putting up with the new func 
tions with the “needs” of motorized traffic. To 
day the convents risk a great deal. The same may 
be affirmed with regard to San Michele in Bosco. 
The hypertrophy assumed with the increasingly 
clamorous enlargements of the last seventy 
years requires an accurate selection of activities 
functional not only to the magnificence of the 
sites that are still whole, such as, for example, 
the “long sleeve,” but also and in particular to 
the surroundings of the same complex. Some 
malignant affirmations say that the arboreal de 
velopment of the last decades (a development 
that by a play of perspective hides the view of 
the complex that dominated the hills of Bologna 
like the Sanctuary of San Luca) obstructs a con 
templation of the panorama of the historical city, 
this “development” is functional to that which 
has (and is) being done in the surroundings. 
These voices are not unfounded. We must be 
very careful. The surrounding is reflected in the 
inside. The secular relationship between con 
vent and city may be changed twice. Because of 
the new activities that are carried out inside it, 
and because of the additional ones that with the 
superfluous additions modify the outside.
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The middle cloister 
covered with snow 
and, below, the small 
gallery at that time used 
to hang laundry.

Opposite
Details of a capital 
of the church facade 
and, below, the corridor 
of the middle cloister.
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The typological structure

After looking at it from the height of a perspec 
tive view and after comparing it from the “low” 
part of the urban topography, let us try to enter 
into the specifics of San Michele in Bosco.
Based on an analysis of the historical-morpho 
logical dynamics of the aggregations of urban 
expansion, it may be deduced that the urban 
evolution of Bologna, in time, has permitted 
those metamorphoses that have in the end de 
termined its image, its character, its identity. 
Bologna has “enlarged’Vexpanded according to 
a radial urban scheme common to most cities of 
Roman origin, located on the Via Emilia, occu 
pying new territory at the basis of a precise pat 
tern of development. It may be said that based 
on this plant, the architectural cornerstones of 
urban expansion of the thirteenth, fourteenth, 
fifteenth, sixteenth and seventeenth centuries 
prevalently coincided—as previously men 
tioned—with great monastic organisms.
An analysis and a morphological comparison of 
these organisms, with particular reference to the 
urban systems specified (within the walls of the 
“year one-thousand,” within the last circuit, out 
side of the walls of the “circuit of the gu ard ia  
civ ita tif), is indispensable for a clear statement 
of the cognitive practice of the structural and ty 
pological order of the convents characterizing 
the urban texture and the historical territory. To 
this regard, a “code” must be defined that links 
in a bi-univocal correspondance the system of 
architectural aggregation and the system of func 
tional aggregation of the monastic complexes. 
By structurally analyzing the state of spatial and 
functional aggregation of these organisms, a 
reading and an individuality of the parameters 
and of the modules that have defined the archi 
tectural organism in question is made evident, 
by means of which the definition of an objective 
cognitive practice of the same architectural or 
ganisms is possible. The general pattern of ag 
gregation was defined, preliminarily, in the ty 
pological functional combination: “church or 
ganism” + “convent organism” that may be 
ideogrammed thus in the various associations:
• church + cloister
• church + double cloister
• church + triple cloister
• church + quadruple cloister, etc.
Thus, the approach to San Michele cannot ex 
clude a comparative annotation of the monastic 
organisms that as a whole, form and shape the 
Bolognese urban structure.

The vast empty outside strongly characterized 
spaces (cloisters, gardens, “orti”) correspond to 
qualified architectural volumes for collective 
community functions and activities (common 
rooms, refectory, library, guest rooms, dormito 
ry, etc.) The link between these external and in 
ternal community spaces is guaranteed by a 
well-constructed system of horizontal and verti 
cal distributive elements: porticoes and galleries 
surrounding the wide cloisters, vaulted entrance 
halls, spatial passageways between the urban 
exterior and the monastic interior, vast internal 
corridors for distribution, large staircases, and 
secondary stair blocks.
The greatest architectural qualification is gener 
ally reserved for the elements characterizing the 
monastic organism, and that is singled out “in 
the cloister element,” spatial and functional ful 
crum of the entire organization.
The cloister, varyingly dealt with, is always char 
acterized, in the extrados, by “interexternal 
spaces” of the portico on the ground floor and of 
the galleries on the upper floors, in a graduality 
of functions, of spaces, of lights, in a hierarchy of 
paths, that is rigorously repeated in all of the 
models examined.
The Constance of the manners and types of liv 
ing and doing thus became concrete in similar 
edifices, repeated on precise aggregative pat 
terns, originating a typology. Thus, the concept 
of typology was introduced: used as a parameter, 
it allowed for a definition of an objective 
methodology that is extrinsecated through com 
parisons between “things” to find therein identi 
ty and structural and functional parametric 
analogies. (See G. Canniggia, Struttura dello 
spazio  antropico  [Firenze: 1976]).
At this point the study becomes a more in-depth 
one, on the basis of the typological parameter, in 
the singling out of “modules” and “measure 
ments” that together with the structural and 
functional concept of typology, shaped the pro 
ject of the individual architects who operated.
A recognition and a comparison of monastic ty 
pologies (as they were at the end of the eigh 
teenth century) has allowed us to reveal the qual 
ity of the complex of San Michele as it was prior 
to its transformation into a hospital organism. 
The author of the church, in this context of com 
parison, appears to be totally marginal. On the 
other hand the origins of the complex (better yet, 
of the settlement) are obscure. From a reading of 
the documents it may be observed that as early as 
1114 a small community the state and rule of 
which are unknown had settled there. (Perhaps
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The third cloister. during that period the location was covered with
a thick forest). The site of the Olivetan order—an 
order of the Benedictine family, founded in 1313 
by Beato Bernardo Tolomei with the congrega 
tion name of Santa Maria di Monte Oliveto (near 
Siena)—was demolished and rebuilt several 
times. But in the sixteenth century the complex 
was completely transformed and remodelled, 
and the essential work takes the entire century 
and the first decades of the next one to do. After 
the suppression of the Olivetan order, the 
monastic organism, as previously stated, was 
transformed into a prison, and after that, with a 
great many additions and some restructuring, in 
to a hospital institute.
Thus, a reading of San Michele cannot be limited 
to the architecture of the church alone discon 
nected from an analysis of the monastic organism 
and from the context of the hilly landscape. In

particular: from its direct relationship with the his 
torical city. Because it would then be easy to make 
a judgement of modest artistic value of the 
“church” and of unoriginal sign assonance of the 
architectural writing of Biagio Rossetti. San 
Michele is a complex and complete architectural 
organism, and it must be considered as such, even 
if its formation occured as as result of spatial and 
architectural aggregations, characterized by oper 
ators, styles, and different historical moments. 
The typological design is always one; it is con 
stituted by variations within a model that has 
been enriched, modified, but not changed in 
time. In fact, the form always responded to func 
tions of associative and political life that did not 
change, and that, on the contrary, during the pe 
riod of Counter-Reformation, found a bi-univo- 
cal, formal, and functional radicalization.
The architectural parameters of the San Michele
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The monumental corridor.

complex, beyond the question of Rossetti, pick 
up the typical parameters of the monastic and 
church architecture of pontifical Bologna, where 
space, “enclosed-inter-external space,” is the 
protagonist of the architecture.
An overall reading of the architecture that en 
closes, qualifies and organizes the “internal 
spaces” of the main cloisters, seen as fulcrums 
with a hierarchical structure of the “formativity” 
of the organism, thus seems precise and func 
tional, suited to an understanding of this archi 
tecture of silence and prayer.
The term “architecture,” in its traditional mean 
ing, is expanded to include not only “enclosed 
architectural spaces” and thus “architecture,” but 
“urbanistic space” that the typological organism 
undergoing examination envelops and general 
ly reverberates to the outside and therefore “ar 
chitecture with an urban dimension.”
In San Michele in Bosco, the urban dimension is 
dilated into the dimension of the territory, into the 
hilly landscape, in a role of priority of the archi 
tectural organism, as dialectic pivot, formal and 
emblematic, of the game of perspective amidst the 
theatrical wings of the hill, the urbanistic profile of 
the city and of the agrarian plain. If the emblemat 
ic role of the church within the context of the hilly 
and urban scenery is pre-eminent, it is instead to 
tally secondary before the spatial, functional and 
distributive organism of the entire monastic com 
plex. This relationship is also a constant found in 
all of tlie monastic plants, even in cases where the 
church organism is of “monumental” size.
A feature particular to the organism of San 
Michele is the octagonal cloister (built between 
1602 and 1606 based on a drawing by Pietro Fior- 
ini) that is not found in any other organism in 
Bologna. The modular scansion and the relation 
ship between what is empty and what is full is 
determined by the repeated use of the “serliana” 
orchestration. Once again, a break from the tra 
ditional model is not so much in the architectur 
al detail as it is in the spatial definition that the oc 
tagonal “figure” determines. The claustral calm of 
typical rectangular cloisters or better yet quad 
rangular ones, evidently derived from Zen gar 
dens, is dynamically upset by the sensation of be 
ing wrapped up in the rapid succession of this 
space that no longer has convergent escapes. 
The other elements of typological aggregation, 
in addition to the other two cloisters of the end 
of the sixteenth and the beginning of the seven 
teenth centuries, are: the refectory, built in 1445 
by Andrea da Como and at times dated the first 
half the sixteenth century. The proportions are
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The convent refectory. exemplary. The aureate section becomes a para 
digm to model the space of the environments. 
And it is this proportion that is found in the var 
ious architectural elements, the link that brings 
together environments built in different epochs 
with stylistically different architects. In this sense 
the elements that make up the complex may be 
seen independently one from the other even if it 
appears that each one is the logical conse 
quence of the others. Like the guest room s built 
by L. Marazza at the end of the sixteenth centu 
ry. During the same period (1588) the staircase 
based on a drawing by Pietro Fiorini.
The library, constituted by three rooms, two 
small ones and a large one, was re-built during 
the second half of the seventeenth century 
based on a drawing by G. C. Monti. The solem- 
ness of the dormitory, more than 162 meters 
long, that constitutes the longest edifice in 
Bologna is represented by the size in length of 
certain edifices in Bologna, almost as if to

demonstrate its superiority. But the aulic sense 
of this extraordinary “long sleeve” is given by the 
serliana projected on the immensity of the Po 
plain. From the balcony it is possible to admire a 
spectacular panorama that extends from the un 
derlying city as far as the Euganean hills and the 
Alps of Verona. The “sleeve” is covered by a 
cross-vault supported by hanging capitals.
The sacristy was built in 1464 by Gaspare Nardi, 
perhaps based on a drawing by Giovanni Negro. 
The church  is divided into: lower church, upper 
church or choir, presbytery, chapels, nocturnal 
choir. Outside the characterizing elements are the 
portico, the bell tower, the apse, and the facade. 
From this temporal and formal succession of ele 
ments constituting the architectural organism in 
question, it is evident that although the constitu 
tive valencies change, the original matrix does 
not. In other words, beyond the single interven 
tions (each of which presents specific formal and 
architectural features the analysis of which would
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Inside view of the church 
of San Michele in Bosco.

involve a series of close examinations parallel to 
the artistic architectural events of the Bolognese 
sixteenth and seventeenth centuries), the consid 
eration that the typology and the urbanistic mean 
ing of the organism have in essence remained un 
changed is a valid one. Flexibility, thus, typical of 
a “model” that today allows for the spatial and 
functional recovery of the city of these monastic 
organisms with new social and collective uses, 
that directly descend from the fact of being ur 
banistic and architectural emergences.
Perhaps Biagio Rossetti worked on (or left draw 
ings of) the church. Perhaps, more simply, it en 
closes the stylistic elegance of he who, inspired 
by the great masters of the moment, is able to 
build a complex of majestic proportions (per 
haps with an eye towards Baldassarre Peruzzi). 
He is able to build an optically functional com 
plex for one looking at it from nearby, as for one 
observing it from the city. From the city that is the 
principal “object” framed by the serliana of the 
dormitory corridor. Although we do not know 
who the author of the church is, with the apse 
oriented towards the east, the bell tower and the 
lateral portico of great stylistic refinement, un 
doubtedly over the course of the two centuries 
during which the complex was built on pre-ex 
isting edifices, the quantity of artists who worked 
there is amazing. Practically speaking, the entire 
Bolognese school of painting and decorating, of 
sculpture and architecture is present in this com 
plex. From Andrea Formagine (the decoration of 
the Door under the lateral portico), to Lombardi, 
to Ludovico Carracci, to Cignani, to Canuti...to 
name only the more famous ones, leaving aside 
marble by Jacopo della Quercia, the frescoes by 
Guido Reni, etc. The magnificence of the com 
plex that for much time was the epicenter of the 
attention of the people of Bologna is emphasized 
by the quality and the quantity of the artistic pres 
ences that left concrete testimony there.
San Michele marks the attention of a reign, the 
pontifical one, that exalted pre-existences, ampli 
fying the propaedeutic meaning of the Counter- 
Reformation. And if the metamorphosis of the 
complex initiated before the pope came into 
power, it is after the Council of Trent that it takes 
on its definitive shape. The typological model re 
mains nearly unchanged, with an invention— the 
octagonal cloister—that represents the excep 
tional fact accepted in order to emphasize the va 
lidity (and unalterability) of the rule. Contextual 
ly, this octagonal cloister also measures the inde 
pendence, the degree of extravagance admitted. 
An exception that is justified not only because of

the presence of the pictorial cycle with scenes 
from the life of San Benedetto, but to be framed, 
nearly encapsulated, in the courtliness of the oth 
er spaces the sacredness of which is suggested by 
the “divine” proportions of the size.

Post Scriptum
In re-reading a n d  correcting this essay, written 
with others m ore than a  quarter o f  a  century ago, 
a n d  with particu lar interest in the typological 
study o f  Bolognese convents, I  fe lt  the need fo r  a  
new study that sooner or later will have to be con 
ducted on this monastic complex. And it must be 
a  topographical study, on one hand, that knows 
how to fra m e  the com plex in its relationship with 
the urban “m onum ents” so as  to reconstitute the 
territorial design that inspired the building. On 
the other hand, we have never possessed an  accu  
rate plani-volum etric m ap that could provide an  
understanding o f  the real significance o f  the ho 
mogeneity o f  the work that m ay truly be consid 
ered  choral, as there is no solo artist. The occasion  
f o r  celebration could be used to prom ote a  more 
adequate use o f  the entire monastic complex, to 
avoid  its being completely phagocytated by the 
hospital institute. As we wait to be able to analyze 
the plans, f o r  a  m ore in-depth understanding o f  
the subject a  reading o f  thefollowing texts, in part  
cited in the previous pages, is suggested.
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Inside view of the church 
of San Michele in Bosco.

F o u r  C e n t u r ie s  o f  Pa in t in g *
Renato Roli

T he mural paintings and the painted furni 
ture of the monumental complex that is 
San Michele in Bosco continue to be one 

of the most conspicuous groupings of artistic 
testimonies of the city of Bologna, despite the 
fact that time and men have acted negatively 
here, too, damaging the integrity of such a rich 
heritage. Nonetheless, it may reasonably be af 
firmed that despite the irremediable fate of many 
of the frescoes in the Carraci cloister, the current 
situation is not a discomforting one, as it still in 
part reflects the status assigned it by the first 
artistic guide of Bologna written by the canon 
Malvasia, dated 1686.1
Let us examine the situation at that moment in 
time, and mentally restore to their places the 
works that have been moved (the paintings of 
Innocenzo da Imola, of Reni, of Guercino, the 
fresco by Tibaldi), the lost paintings and fres 
coes of fourteenth and fifteenth century mas 
ters,2 such as Simone, Cristoforo, Lippo di Dal- 
masio, Giovanni da Modena, Michele di Matteo; 
the frescoes of Onofrio da Fabriano, Aspertini, 
and of the Carraci cloister; those of Baglioni, Lu 
dovico Carracci, Colonna; the paintings of 
Vasari, Laureti, Calvaert, Lavinia Fontana, to re 
call only the more important ones); it is under 
standable that in florid times for the arts the com 
plex of San Michele in Bosco was a lively and 
suggestive anthology of four centuries of paint 
ing in Bologna, alternating between halfway 
through the fourteenth century and the first 
decades of the eighteenth century.
Of the works of fourteenth century masters ac 
tive in San Michele in Bosco and cited in docu 
ments, in 1686 Malvasia’s guide only mentions a 
“small, graceful, antique head and shoulder por 
trait with a golden background, where the

Blessed Virgin tenderly holds with the tips of her 
fingers one ear of her dear child, who is restless 
ly squirming to make her let go,”3 by Simone da 
Bologna. It is a terrible shame that this painting, 
too, has disappeared: Malvasia’s pungent de 
scription allows us to imagine it characterized by 
an expressiveness that is so impressive and cor 
dial as to provide our canon the chance to make 
several parochial comments that we cannot 
omit, at least in a note,4 and that deserve to be in 
cluded in an anthology on the critical success of 
the fourteenth century in Bologna.
For the fifteenth century the mention in ancient 
documents of the activity of Giovanni da Mode 
na accentuates our remorse at the loss of so 
many works, among which those of the Mode 
nese (the well-known author of the existing, 
beautiful frescoes in the Bolognini chapel in San 
Petronio) that were striking for their vivid narra 
tive style. In 1463 a painter from the Marche re 
gion about whom nothing else is known, 
Onofrio da Fabriano, frescoed fourteen Stories 
fro m  the Life o f  San Benedetto  in a cloister adja 
cent to the church. Several sections remain, of 
which only one is legible, transported to be 
walled at the end of the corridor of the large dor 
mitory. The most persuasive comparisons are 
made with the art of Girolamo di Giovanni from 
Camerino, who was trained in Padova about 
halfway through the century, in a Mantegna-like 
environment, but later on in relation with 
Benozzo and with Pietro della Francesca. In this 
fresco Onofrio da Fabriano seems at a rather ear 
ly date to be aware of the formidable meditation 
of Piero expressed in the small Urbinate painting 
of the Flagellation , that, in turn, is placed along 
side the extraordinary inventions of the Stories o f  
the Cross in San Francesco di Arezzo, a cycle that
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had perhaps just been completed in 1463, but 
that from its very beginnings (after 1452) must 
have aroused vast consensus among the most 
important painters in central Italy.
In 1514 Amico Aspertini, who with Francia was 
the greatest master in Bologna during those 
years, signed the frescoes in the facade of the li 
brary of San Michele in Bosco, that were lost 
during the seventeenth century restructuring of 
the fabric. This is a great loss, as may well be ar 
gued by its accurate description by Malvasia in 
the biography of the painter.3 Alongside a com 
plex symbolic representation alluding to the Re 
demption, with characters from the two Testa 
ments and figures of the Saints, the painter asked 
to be able to add his own invention “in small fig 
ures” of the representation of the Paradise and 
the Inferno, particularly congenial to an artist 
who was all inspiration and eccentricity, who, it 
may be believed, had in mind the fantasies ex 
pressed by Giovanni da Modena on the same 
subject in the Bolognini chapel of San Petronio.6 
The restructuring of the church of San Michele in 
Bosco that took place at the beginning of the six 
teenth century definitely encouraged orders for 
more paintings: in fact, between 1517 and 1525 
Innocenzo Francucci da Imola, Bagnacavallo, 
Biagio Pupini and Gerolamo da Cotignola are 
active for the church, the sacristy and the chorus; 
they were a group of painters that incarnated the 
new Raffaellesque verb which was spreading 
everywhere. The most important part was kept 
for Innocenzo da Imola, who because he had 
been a student of Francia, who died precisely in 
1517, must have been considered the new Raf- 
faello of the Bolognese school, so much so that 
after his training the Bolognese painter had gone 
on to Florence, imitating Albertinelli and Fra’ 
Bartolomeo della Porta, so that he “did a noble 
and great thing, and having been born in the 
good times, that is, in the times of Raffaello, he 
could enjoy the great benefit of seeing his things 
in time, observing them, being guided by that 
perfect world...” (Malvasia).7 This was a nearly 
decisive turn for Innocenzo, as the work done 
for San Michele in Bosco manifestly expresses. 
On the other hand, the famous Santa Cecilia by 
Raffaello, which is now at the Gallery, had been 
at the church of San Giovanni in Monte in 
Bologna since 1516; a work that by itself is ca 
pable of providing that excellent sense of mea 
sure and solemn rhythmic scansion that Inno 
cenzo also ideally contemplated, so much so 
that in the Dorm itio Virginis and in the Ascen 
sion  of the chorus he seems to attempt the im 

possible link with the unheard spatial rhythms of 
the Dispute o f  the Sacram ent in the room of the 
Segnatura in the Vatican, even using something 
from the Incoronation  o f  the Virgin, an early 
work by Sanzio, which is now kept in the Vati 
can Gallery. But for the most part he showed 
that he wanted in practice to use less sublime 
models. In Bologna the Annunciation  of the 
church of the Servi accurately imitates that of Al 
bertinelli, dated 1510, which is now at the Acad 
emy of Florence; while another decisive para 
digm for the painter seems to have been the 
M adonna with Sant A nna a n d  the Saintsby  Fra’ 
Bartolomeo, which is now at the Florentine Mu 
seum of San Marco. Furthermore, the Assump 
tion which was at the Museum of Berlin, and 
which has been lost, by Fra’ Bartolomeo, with 
the collaboration of Albertinelli, given the affini 
ty of the subject, could also have provided some 
indications for the fresco of the chorus. On De 
cember 22, 1517 Innocenzo da Imola makes an 
agreement with the monks for the paintings of 
the new sacristy (nocturnal choir).8 The work 
lasted perhaps until 1520, when it is known that 
the artist painted a prophet.9 In addition to the 
D orm itio in the apse, and the Assumption in the 
bowl-shaped vault, there is an Assumption 
above, a San M ichele in the vault, a Resurrection 
o f  Christ on the wall facing the apse. Vasari’s 
opinion as to the frescoes in the apse is that the 
work is “conducted with great diligence and 
cleanliness,” which is not a small thing for a 
stinging Aretine critic to say about an artist that 
was not Tuscan. In truth, Vasari’s sentence con 
tinues to be appropriate with regard to Innocen- 
zo’s work in which the dominant note, if we may 
say so, is correctness without affectation, al 
though made murky by excessively glowing col 
or, certainly also due to successive alterations. In 
the same contract Francucci was also assigned 
the tablet for the major altar of the church, but it 
is believed that this was painted at a later date, at 
the same time as the frescoes of the apse of the 
church itself, only upon completion of which 
could the painting have been done.
It is only in 1522 that news of old10 indicates that 
Innocenzo and his assistant Sebastiano “painted 
our large tribune with many figures and adorn 
ments.” These frescoes no longer exist, while the 
altar-piece, representing the Virgin with Child 
in Glory, Saint M ichele Arcangelo a n d  the 
Saints Paolo a n d  Agostino is now kept in the 
Gallery. The records of the fabric show that on 
April 30, 1522 a down payment is made for the 
execution of the painting,11 that thus, no longer
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belonging to the first citation in 1517, will clear 
ly depend, with regard to the figure of San 
Michele Arcangelo, on a well-known painting 
by Sanzio on that subject, dated 1518, donated 
by Leo X to the French monarch, and certainly 
divulged through engravings.12 Raffaello’s paint 
ing, currently at the Louvre, also inspired the al 
tar-piece by Guido Reni in Santa Maria della 
Concezione in Rome.13 The rather cold opinion 
of the first historiography (Lamo: “a very observ 
able thing,”14 Vasari: “the upper part is worked in 
a good manner”15) suddenly becomes more 
heated in an enthusiastic Malvasia: “it is so based 
on Raffaello’s taste, that it is as if the great painter 
had first done the drawing, then held the artist’s 
hand.”16 In substance, it may be said that Inno- 
cenzo’s success, on the wave of various classicist 
and Raffaellesque relaunches that followed one 
another in time, seems to have lasted until the 
threshold of this century, also marking moments 
of positive investigation, for example, Pietro 
Giordani’s research.1”
In 1905 Jacobsen inaugurated a series of limita 
tive opinions, precisely regarding the altar-piece 
of the major altar:

The painting, the great decorative effect of which 
cannot be denied, has no trace of originality. The mo 
tives, types of faces, attitudes, all belong to Raffaello, 
but everything is repeated in an exaggerated fashion. 
The coloring has life and splendor, but it is scratchy 
and without harmony.18

From Corrado Ricci to Piancastelli, to Foratti, to 
Adolfo Venturi, the reservations on the artist are 
countless. Naturally today it is still important to 
recognize, in the case of the altar-piece in ques 
tion, the distance that separates the painting by 
Raffaello (even if not completely autographed) 
from the altar-piece by Innocenzo, where those 
supremely natural at one time idealized rhythms 
are translated into a vulgate of academizing fla 
vor, with incongruous chromatic dissonances. 
As for the sixteenth century decoration of the 
rest of the church, the news of old recorded by 
Zucchini indicates that in 1525 Girolamo da 
Cotignola and a certain Sebastiano da Bologna 
painted the new chapel of San Benedetto (now 
dedicated to Santa Francesca Romana) as well as 
the altar tablet, signed and dated by Cotignola in 
1526, that ended up in the Museums of Berlin.19 
Roberto Longhi wrote this about the painting:

The case of Girolamo da Cotignola needs to be clari 
fied, as it seems difficult to admit that he who up to 
the year 1520, that is, based on the common calcula 

tion at least up to forty years, was a mere follower of 
the ways of Francesco Zaganelli, could suddenly in 
1526 give us an example of renovation such as the al 
tar-piece of the Olivetans of San Michele in Bosco to 
day preserved in Berlin; it is undoubtedly more ma 
ture a work than anything that we were given by Ra- 
menghi and Francucci. Many times I have asked my 
self if there did not exist two men from Cotignola 
named Gerolamo; one who never left the local envi 
ronment; the other of a later generation and who saw 
Rome when he was still young, around 1520.20

In fact, paintings that definitely belong to Cotig 
nola and that are dated, such as the altar-piece of 
San Marino (1512), the Conception  in the Muse 
um in Forli, and the altar-piece of Brera, both 
dated 1513, the Christ Bearing the Cross in the 
Louvre (1520), are all within the sphere of 
Francesco Zaganelli, and this explains the per 
plexity of the scholar before a work like the al 
tar-piece of San Michele in Bosco, which instead 
presents rather close affinities with Bagnacaval- 
lo and Gerolamo da Treviso, in the direction of a 
Raffaellism that is revived by chromatic glowing 
that is indirectly Venetian. Undoubtedly the 
jump revealed by Longhi is evident, but the dif 
ficulty could be overcome by considering that 
Cotignola, who went to Bologna in an environ 
ment permeated with Raffaellism, could also 
have been stimulated during a voyage to Rome 
that took place before that traditionally attrib 
uted to him at a later age, when he left the 
Bolognese environment for good. Converted to 
the new word, the artist adhered to it with the 
same intense dedication with which he had par 
ticipated in the taste of Francesco Zaganelli, un 
til he could nearly be mistaken for him; thus, as 
in the altar-piece of San Michele in Bosco and in 
other Bolognese works (see the small altar-piece 
tablet M adonna a n d  Saints Francesco a n d  
B ern ard in o  and the beautiful predella with 
Jo sep h ’s D ream ; Nativity; Flight to Egypt, both in 
the Gallery), he was very close to Bagnacavallo. 
In 1530 a payment was made to Biagio Pupini 
and to Cotignola himself for paintings in the 
church, on the cloister side and under the organ, 
that Vasari also mentions, declaring that they are 
“all of the stories that encompass the church, laid 
down using the fresco technique, and worked 
dry.”21
As for the frescoes of the sacristy the contradic 
tions in the printed sources (Vasari, Malvasia) 
have certainly not made it easy to correctly in 
terpret what remains. Furthermore, the rectifica 
tion that Amalia Mezzetti22 in 1977 brought to the 
reading of the manuscript studied by Zucchini
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Onofrio da Fabriano, 
Stories fr o m  the Life 
o f  San Benedetto, fresco 
(monumental corridor).

Innocenzo da Imola,
Virgin with Child in Glory, 
Saint M ichele A rcangelo  
a n d  Saints Paolo  
a n d  Agostino, oil tablet. 
Bologna, National Gallery.

Innocenzo da Imola, 
A nnunciation, 
Assumption  and Passing  
o f  the Virgin, fresco 
(church, nocturnal choir).





(1943) that transcribes the document dated 1525 
describing the commitment to fresco the vault, 
the lunette and the apse seems to be resolutive. 
Where Zucchini seemed to be able to read Giro 
lamo da Ravenna, obviously interpreted by him 
as Girolamo da Cotignola, one should instead 
read Girolamo da Ferrara, which just as obvi 
ously Mezzetti interprets to be Girolamo da 
Carpi. From here the scholar proceeded to a re 
reading of the frescoes, indicating the latter artist 
to be the author of the six figures of the Saints on 
the right wall (Petronio, Girolamo, Gregorio, 
Agostino, Ambrogio, Michele) as well as of sev 
eral heads of the apostles and lateral scenery 
pieces in the Transfiguration  on the back wall, 
assigned by Vasari to the collaboration between 
Girolamo da Carpi and Biagio Pupini,23 and by 
Malvasia to Bagnacavallo.24 This was evidently a 
free re-utilization of the famous composition by 
Raffaello, as proven by the figures opposite. It 
could mostly be due to Pupini and to Giovanni 
Borghese (a student of Francia from Messina; 
see Malvasia, I, p. 56). Mezzetti also suggests, 
but with some perplexity, a possible interven 
tion by Girolamo da Carpi during the planning 
of the ceiling, which was then left to the execu 
tion of Pupini and Giovanni Borghese. The latter 
hypothesis is put forth by Fioravanti Baraldi,25 
who strongly submits it, observing that Gero 
lamo may have used as an example the ceiling of 
the Palazzo Sacrati in Ferrara, the work of Garo- 
falo (1520). Thus, the most recent studies which 
closely follow the indications made by Vasari, to 
exclude both Cotignola and Bagnacavallo from 
the work done in the sacristy, currently repre 
sented, in the opinion of Carla Bernardini,26 only 
by the fresco of the Flagellation  in the church 
(first chapel to the left).
According to Vasari the Ferrarese Girolamo did 
his training in Garofalo’s studio and then became 
associated with Pupini in Bologna, thus sharing 
his order to paint the frescoes of the sacristy of 
San Michele in Bosco, among the oldest things we 
have of his; which is one of the reasons why it is 
not easy to recognize them as his. We are not 
much helped by the comparison with the altar- 
piece by Dosso Dossi in Dresden originally from 
the church of San Biagio in Bologna, that Longhi27 
gave back to him judging it “his first work in pub 
lic”; but not even the tablets that are still in San 
Martino and San Salvatore, of Raffaellesque mon- 
umentality, perhaps through Giulio Romano. 
With Innocenzo da Imola and Bagnacavallo, Bi 
agio Pupini (not. 1510-1551) was a member of 
Francia’s school during the first years of the six 

teenth century. Associated with Bagnacavallo, 
he works in the convent of San Salvatore and in 
San Petronio (in the latter with Cotignola, Inno 
cenzo da Imola, Aspertini, Giacomi Francia) on 
frescoes that have since been lost. Vasari men 
tions a trip to Rome by Pupini with Bagnacaval 
lo. Of course, if in the sacristy of San Michele in 
Bosco the Evangelists of the ceiling, and the 
monochrome lunettes with biblical stories are 
his, they declare his relationship with decorative 
Raffaellism. But Pupini’s most surprising work 
will be done in the M adonna a n d  Saints of the 
church of San Giuliano, where he avidly looks 
towards Parmigianino, who had been in 
Bologna between ’27 and ’30.
In 1539 none other than Giorgio Vasari arrives 
on the hill of San Michele (1511-1574), coming 
from the Benedictine hermitage of Camaldoli 
where he was conducting work. The artist him 
self narrates the occasion, in his own biography:

In the meantime the aforementioned don Miniato Pit- 
ti, who at that time was a visitor of the Congregation of 
Monte Oliveto, having seen the painting of Monte San 
Savino and the works in Camaldoli, found don Filippo 
Serragli in Bologna, a Florentine abbot of San Michele 
in Bosco, and he told him that, as he had to paint the 
refectory of that honored monastery, he thought that 
tire work should be assigned to me and not to anyone 
else. So I went to Bologna, but as the work was great 
and important, I chose to do it, but first I wanted to see 
all of the most famous paintings located in that city 
done by Bolognesi and by others.28

Around the year 1540 the documents record a 
payment of three ducats to Vasari to buy gold to 
gild the three paintings done for the refectory; 
as well as 250 “scudi” paid to Cristoforo Gherar- 
di, Battista Cungi and Stefano Veltroni for the 
frescoes with Stories o f  the Apocalypse, views of 
Olivetan monasteries and ornaments around 
the paintings by Vasari. Thus, there is no mis 
take about the division of the work, although in 
Gherardi’s biography (the most important of the 
three collaborators) Vasari tries to minimize the 
intervention. For more than a decade Giorgio 
Vasari had worked successfully, called to many 
places even outside of Tuscany, and going to 
Rome more than once. Although scarcely gifted 
with imagination, his work was supplemented 
by his will and his strong desire to assimilate the 
innovations of those years, looking in the direc 
tion of Peruzzi and Giulio Romano, Salviati and 
Rosso, Andrea Del Sarto and Bandinelli, fash 
ioning that sour and difficult language that dis 
tinguished the early works; so that he was also
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given important assignments by the Medicis. 
Interacting the work that he was doing in 
Camaldoli, Vasari thus went to Bologna to paint 
the three tablets to be located in the Refectory of 
San Michele in Bosco, representing Christ in the 
H om e o f  M arta, the Supper o f  San Gregorio, 
A braham  in the Valley o f  M ambre. Only the first 
can still be found in its original location today; 
the second, signed and dated 1540, is in the 
Gallery of Bologna; the third, transferred by the 
French to Milan in 1809, in 1827 was entrusted to 
the Church of Santa Maria Incoronata in Milan, 
but it has since been lost. The first painting is 
one of Vasari’s most precious works, as previ 
ously stated by Paola Barocchi, and its character 
as a composite work is attenuated by very re 
fined color solutions:

The elegant incitements of Cecchino (Salviati) enliv 
en Maria in particular, in yellows and whites, while 
the unexpected Bacchante servant, dressed in an 
tique rose with greenish sashes and golden shoes, 
comes from one of Raffaello’s arrrasses (for example, 
that of 'Paolo at Lystra’) or the ‘Bacchanals’ by 
Tiziano.29

But the most important painting in this complex 
is the Supper o f  San Gregorio, the one that the 
artist, and not only he, cared more about, be 
cause of the series of contemporary portraits that 
the subject made it possible to add: thus San 
Gregorio is none other than Pope Clement VII, 
while amidst the guests and the spectators Vasari 
painted Alessandro de’ Medici “in memory of the 
benefits and favors received from him,” as well 
as the monks of the convent and the “abbot Ser- 
ragli, the General don Cipriano from Verona, 
and Bentivoglio.”
An expert in similar undertakings, having done a 
series of potraits of the Medicis, Vasari makes use 
of the illustrious Raffaellesque model Leo X  for 
San Gregorio Magno. Leaving his trusted Gherar- 
di to paint the accessories of the table setting and 
other details “in others who were standing, like 
motionless mannequins, for the correct sem 
blances, an eloquent and colorful gallery of plas 
ter casts, equal to the noble architecture of a Raf 
faellesque arras, facing the usual presences in the 
background, that still recall the young Pontor 
mo.”30 The third painting, the composition of 
which is known through two drawings (at the 
Museum of Lille and at the Uffizi Gallery),31 was 
centered on the apparition of three angels before 
Abraham, that based on a typical manneristic ar 
tifice, gave forth a strong luminous reverbera 
tion, on the effect of which the artist must have

done a lot of work, leaving written that “because 
crude shadows and clear lights give more 
strength to the painting, they gave more empha 
sis to this one than to the others, and varying in 
color, they had a very different effect.”32 Based on 
similar experiments done by Raffaello, Sebas- 
tiano del Piombo, Giulio Romano, it is not diffi 
cult to imagine just which effects Vasari obtained 
in this work, which must have been quite new for 
the Bolognese environment and enough to cause 
fear and resentment for the dangerous conse 
quence of the arrival of the Aretine. The bad 
mood of the Bolognese artists because of the 
dangerous rival must not have been solely the in 
vention of Vasari, regardless of what Malvasia 
says (“I immediately returned to Florence, be 
cause Trevisi, master Biagio and other Bolognese 
artists, thinking that I wanted to set up a home in 
Bologna and take paintings and works away 
from them, did not cease to disturb me, but they 
disturbed themselves more than me, as I laughed 
about their passions and their manner of behav 
ing.”).33 Of the assistants that Vasari had brought 
with him, Cristoforo Gherardi (known as “il Do- 
ceno”) excelled, surpassing him with the ease 
and freshness of his work, matured during his ex 
perience as a pure decorator. Paola Barocchi’s 
thesis is legitimate, as she tends to consider the 
intervention of “il Doceno” in the scenes of the 
Apocalypse relevant, enclosed within the ovates 
of the decoration that mns halfway up the walls 
of the refectory. In fact, there is nothing in Vasa 
ri’s Lives to contradict this thesis, as in the “life” of 
“il Doceno” it is clearly stated that Vasari did the 
“drawings” of the apocalyptic stories, but noth 
ing more. Which thus leaves room for the inter 
vention of “il Doceno” and his companions in the 
work which, in fact, is not always of the same 
quality, although all told the tone is quite pleas 
ant. To conclude with Cristoforo Gherardi, above 
all known for the very pleasant decorative fres 
coes of the Palazzo Vitelli of Citta di Castello and 
for his work done with Vasari in the Quartiere 
degli Elementi in Palazzo Vecchio, Vasari’s biog 
raphy is rich in colorful details on the accident 
that he was involved in while working in the re 
fectory, when he fell from the scaffolding and 
was seriously injured, which later led to hemor 
rhage, copious bleeding and near death.
The work done by Vasari and his assistants did 
not conclude the cycle of work done to decorate 
the sixteenth century church and the adjacent 
rooms: Ascoso’s guide dated 1686 in fact records 
another series of interventions, that in brief inter 
vals cover the entire second half of the century.
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Biagio Pupini and 
Girolamo da Carpi, 
frescoes in the sacristy; 
overall view and detail 
of the vault.
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Biagio Pupini, Crossing 
o f  the Red Sea, fresco 
(sacristy).

Biagio Pupini,
San G iovanni Battista, 
fresco (sacristy).

Girolamo da Carpi,
San Petronio, fresco 
(sacristy).
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Hardly anything is left of this work, also because 
of a change in taste and the inevitable alternation 
of works and paintings entrusted to known 
artists, even if they were not exactly first rank. 
Among these works of late mannerism, one of 
considerable interest still exists; it is a fresco by 
Pellegrino Tibaldi (1527-1596), mentioned by 
Lamo and described by Ascoso34 in these terms:

In the vestibule (of the refectory) above the wash 
basin, in small frescoed figures, the question that the 
Pharisees put to Christ as to why his Disciples did not 
wash their hands before going to table, is painted by 
Tibaldi for revenge, to show the difference between 
his manner of working and that of Giorgio.

Leaving aside the usual polemical anti-Vasarian 
note, it is regretful that the small fresco is cur 
rently so ruined by humidity, so much so that it 
had to be detached from the wall at the very be 
ginning of the last century, when it presumably 
was taken to the Gallery,35 where it can still be 
found. Born in Puria cli Valsolda, Tibaldi was ed 
ucated in Bologna, but he had perhaps been in 
Rome since 1547, coming into contact with the 
complex manneristic environment. Suffice it to 
recall of that sojourn the Adoration o f  the Shep 
herds (1549) which is now at the Borghese 
Gallery, the frescoes in Castel Sant’ Angelo that 
continue from those of Perin del Vaga, the col 
laboration with Daniele da Volterra and Marco 
Pino at the Trinita dei Monti, the frescoes in San 
Luigi dei Francesci. This was followed by an in 
tervention at the Santa Casa in Loreto (1553-55), 
but in the meantime Tibaldi could certainly have 
returned to Bologna for the work assigned him 
by Cardinal Poggi in his own chapel in San Gia 
como and in the palace of Via San Donato.36 
Briganti37 has correctly brought close to the ac 
tivity for Palazzo Poggi the fresco that comes 
from San Michele in Bosco, for which the most 
useful comparisons are with the Stories o f  San 
Paolo, in fact frescoed in a room of that palace, 
in which Briganti observed the great stylistic 
affinity with the well-known Stories o f  Ulysses, 
judging that “the caricature-like accent that al 
ready in a bizarre fashion mimed those scenes, is 
here brought a step further resulting in a more 
rapid painting, at times reduced to a quick capri 
cious note as if the initial intention, so evidently 
jocose, did not have the courage to develop be 
yond fleeting allusions.”
A fresco of the sacristy representing the Cruci 
fix ion  o f  San Pietro was also attributed to 
Domenico Tibaldi, the son of Pellegrino, a fres 
co that Malvasia even attributed to Vasari. But

Zucchini was able to establish that it was a work 
by Prospero Fontana (1512-1597), painted in 
1574.38 The fresco still exists, but it is certainly not 
one of the best works of the artist. Fontana had 
spent time with Perin del Vaga in Genoa, the 
Tuscan mannerists in Rome halfway through the 
century, and Tibaldi himself in San Giacomo, 
where he in fact painted the altar of the Poggi 
chapel (1561). Other proven facts relating to his 
activity are the Dispute o f  Santa Caterina fres 
coed in San Domenico (1572) and the works in 
the Palazzo Vitelli in Citta di Castello (1574), 
done the same year as this Bolognese fresco, for 
which the attribution to Vasari by Malvasia (I do 
not know how much of it in good faith) is not re 
ally such an obvious error for those times, since 
some elements of Vasarian taste survive there, 
however reformed through Tibaldi’s narrative 
petulance. But the quality is certainly not exalt 
ing, rather it is emblematic of that late mannerist 
taste that is quite inert, and that prevails in the 
decline of the century, and against which the 
Carracis decidedly reacted. In this line of senes 
cent culture, because of which Bologna was not 
the only center to suffer, successive interventions 
in San Michele in Bosco may be placed: from the 
frescoes of Aretusi and Fiorino along the first 
ramp of the staircase of the convent (1588), in 
part still in existence, to the decorative ones of 
Cesare Baglione in the courtyard (1589), lost. 
Lost are several paintings and frescoes by Tom- 
maso Laureti, Denis Calvaert (1573 and 1599), 
Gian Battista Cremonini (1596) and Lavinia 
Fontana (1601).39 But we may conclude on a 
pleasant note, regarding the frescoes that deco 
rate the small chapel of the sacristy that, amidst 
stucco-work and paintings, on a small scale con 
stitutes a complex that cannot be overlooked, 
disregarding the painting of the Pentecost of the 
altar, in the style of the late Fontana, which is 
quite poor. Amidst the stucco-work by Andrea 
Guerra, Fra’ Paolo Novelli, an Olivetan lay broth 
er, finished painting several stories from the 
Bible in 1622,40 working out forms and hues of a 
suggestiveness that greatly crosses over the in 
trinsic meaning of extreme Epigonic production 
of the culture of the Raffallesque Lodges. Active 
between 1617 and 1620 in the refectory of the 
Tuscan convent of Monteoliveto Maggiore, it 
may be believed that he soon after went to 
Bologna. This is all we know about him and his 
critical success is not comforting: Ascoso41 evalu 
ates these frescoes “part praiseworthy, part neg 
ligible,” and later Father G. Grimaldi (1788) 
judged the friar to be gifted with “some spirit,
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Pellegrino Tibaldi, Christ 
a n d  the Pharisees, 
detached fresco, Bologna, 
National Gallery.

Previously attributed to 
Bagnacavallo, Crucifixion , 
fresco (between the central 
cloister and the large
staircase).

many eccentric ideas, but... nearly less than 
mediocre in his execution.”42 Credit goes to An 
drea Emiliani43 for having proudly re-evaluated 
the unique artist, finding his source to be first in 
the Lodges, and indicating other possible, mar 
ginal suggestions by Arpino, Signorelli, Tibaldi, 
Cesi and even Beccafumi; in addition to under 
standing that “his serenity is still today an attitude 
of enviable humanity; next to to which, a variant 
which is not at all cortosive but rather affective 
and intimate, the first undeclared tillering of vi 
sual irony and of an impartial sense of humor 
can be seen, rich and in charge of any licit wit, 
even of that unvoluntarily afforded him at the 
hand of his delicate inability in the profession.”44

The episode of brother Paolo Novelli has led us 
well into the seventeenth century, but, as previ 
ously mentioned, it is a borderline case of re- 
viviscence of the values of mannerism that, not 
by chance, found its place in the sacristy, that is, 
in an environment totally permeated by that cul 
ture, and by the work of a lay brother who must 
have more willingly tended towards the values 
of the past than to those present, that were often 
controversial and certainly irksome to the can 
did mentality of monastic creator. The new cul 
ture for Bologna, as is known, is forged in the 
Carracci studio and certainly cannot be summed 
up in the eclectic Malvasian recipe that for too 
much time was casually used as a measure to in 
terpret their art. Ludovico Carracci becomes the 
standard-bearer of a reform that during a first 
phase is depicted on the basis of a purity of in 
tentions, domestic and without drama, but that is 
soon transformed, becoming complicated in a 
troublesome ferment among the most modern 
and vital—significantly anticipating Caravag 
gio’s more heated and cruder naturalistic contro 
versy— from which the young talents that were 
united in the Academy of the “Incamminati” af 
ter ‘85 drew fruitful orientations. The first work 
done by Ludovico in San Michele in Bosco goes 
back to 1592, when payment for a fresco over 
the fireplace in the guest-apartment is record 
ed,45 representing the Supper in the H om e o f  Si 
m one Coriario. During the same occasion Lu 
dovico painted on the ceiling a fresco of the Vi 
sion o f  San Pietro in the Sudarium  Filled with 
Unclean Animals, “both done with so much brio 
and joy that no part of it gives in to the afore 
mentioned Charity (by Annibale Carracci): 
where commonly by the work of Annibale imi 
tating the great Veronese, by he who does not 
have perfect practice, or by he who did not see
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Vnonymous, early XVIth 
:entury, M adonna  
in n u n ziata , fresco 
between the central 
:loister and die large 
staircase).

Desare Aretusi and 
dabriele Fiorini, 
Incoronation o f  the Virgin 
md J a c o b ’s Dream, fresco 
'large staircase).

those regular books of the dutiful Monks.” (Mal 
vasia)46. The fresco on the ceiling was already 
damaged in 1850,47 and it no longer exists, while 
that over the fireplace can still be seen, and is 
thus contemporary to the Preaching o f  Battista 
and M artyrdom o f  Sant’Orsola, both now at the 
Gallery. Although it is somewhat indulgent with 
regard to the descriptive details of the repertoire, 
as was noted by Malvasia, he reproposes the 
same Venetian-like aperture offered by the Car 
raccis a short time before, in the decoration of 
the Sala di Palazzo Magnani, where the innova 
tive use is probably that of Annibale, but is re 
flected on the older cousin, as proven by the am 
biguity that came out regarding the section of 
that decoration with Rom olo a n d  Remo Suckling 
the She-w olf attributed by Malvasia to Annibale, 
but to Ludovico by Arcangeli, with thoughtful 
considerations.48 Nonetheless, this Supper once 
again falls within the scope of a quiet observa 
tion of the events, soon destined to come up 
against the more complex working out of “a 
style that could be said to be proto-Baroque, if it 
were not hindered by several elements. The first 
is a physical hold on the body, also present in 
Ludovico, and that, of a faraway Emilian root, 
denies the continuous and happy flowing of 
space, rather it encumbers it with the weight of 
its existence. The second is at the same time a 
natural or pathetic inclination of light and shad 
ow, that Longhi defined irreplaceably “of a me 
teorological sense” (Arcangeli).49 
In 1756 Charles Nicolas Cochin, a well-known 
engraver and fine conoisseur of art, in his “Voy 
age d’ltalie,” expressed his admiring stupor with 
regard to the teaching of the Carraccis, not at all 
depressing and asphyxiating with regard to the 
young followers of the Academy of the “Incam- 
minati”: “Ils ont donne la nature par example, et 
ont syu prevenir leurs eleves contre toute pre- 
juge en faveur de leur maniere de la voir.” Some 
of these students had exhibited their work in the 
rooms of Palazzo Fava, adjacent to where the 
Carraccis had for some time expressed their first 
stupendous collective test; many of them had 
been put to the test around the year 1600, in the 
Oratory of San Colombano, in that “glorious 
contest” in which Francesco Arcangeli so subtly 
analyzed and distinguished each one’s part.50 
Four of these painters of San Colombano: Guido 
Reni, Lucio Massari, Lorenzo Garbieri, and 
Galanino are soon together again, under the di 
rection of Ludovico Carracci, to fresco the octag 
onal cloister of San Michele in Bosco in the com 
pany of their friends Francesco Brizio, Tommaso
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Campana, Alessandro Albini, Lionello Spada, 
Giacomo Cavedone, Paolo Carracci, Sebastiano 
Razali and Aurelio Bonelli.51 The entire Car- 
racesque group is there, in 1604-05 all working 
together, not without regretting the absence of 
two illustrious masters like Agostino (who died 
in 1602) and Annibale Carracci, who remained 
in faraway Rome, exhausted after the undertak 
ing of the Galleria Farnese.
Malvasia’s (Ascoso’s) evalution of Ludovico’s 
part in this complex is hyperbolic: “He wanted 
to show that he too knew how to undertake 
large works, to change in the manner of all of the 
other best Masters, and to stupefy the world”:52 
where the eclectic reading given to it in the 
“Felsina” is synthesized, showing Ludovico’s 
ability to pass the difficult test of the Farnesiana 
Gallery. The partiality of the Bolognese canon 
for Ludovico causes him to exaggerate in what 
he sees: “this Courtyard one of the major 
schools, which not only our own competed to 
improve, but any other great man of any coun 
try,” and this involuntary play on words: “where 
it would well deserve the name of ‘Cortile del 
Benafare,’ if the other one could be called ‘Cor 
tile del Belvedere.’”53 But apart from these parox 
ysms dictated by a moving parochial spirit, the 
cloister was truly a serious task, beyond the 
doubtless interest conferred on it by the simulta 
neous presence of all of the best pupils (except 
for Domenichino) of the Carracci studio, and of 
Ludovico himself, despite an involutional ten 
dency, still at the pinnacle of his work. And it is 
incredible that they could make the mistake of 
plastering the wall with marble powder, on 
which to paint with oils: with the inevitable con 
sequence of the early ruin of the complex. In 
1631-32 Guido Reni’s painting54 is restored by 
the author himself, and at the end of the centu 
ry, Malvasia, coherent with his own enthusiasm, 
is concerned with handing down to his descen 
dants the memory of the Carracci cloister be 
stowing on it a description supplied with en 
gravings by Giacomo Giovannini.55 One century 
later it is Giampietro Zanotti who repeats the 
task in greater detail and with the collaboration 
of various designers (Domenico Maria Fratta, 
Gaetano Gandolfi, Jacopo Alessandro Calvi) and 
of the engraver Giovanni Fabbri.56

Three sections are still legible today, two large 
and one medium-sized by Ludovico, two medi 
um-sized by Massari, one medium-sized by Gar- 
bieri, one large-sized by Tiarini, added around 
1613.57 Of the figures of the “termini” in chiaro 

Ludovico Carracci, 
Supper in the H om e 
o f  Sim one Coriario, 
fresco (Bacchelli Room).

Guido Reni, 
Sant’Eustachio , 
oil on canvas. Genoa, 
Durazzo Pallavicini 
Collection.
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Borromeo, frescoed 
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scuro, those most visible belong to Massari and 
Spada. Of Ludovico’s two sections, that with The 
M adw om an Runs to San Benedetto to be H ealed  
is not much more than a larva, while despite its 
many injuries The Burning a n d  Ransacking o f  
M ontecassino is still appreciable, one of the 
most dramatic pages in the art of Ludovico, 
where the furious attack of soldiers with blud 
geons and knives around a large coffer produces 
the same excitement as in the massacre of Orso- 
la and her sisters in the passionate painting of ’92 
that is now in the Gallery, and in the Flagellation  
and Coronation o f  Thorns, also in the Gallery, 
which were also painted at the end of the six 
teenth century. The burning of the abbey and 
the torch that illuminates the breathless brigade 
of soldiers renew the Tintoretto-like light that 
will be quite pleasing to Domenico Maria Canu- 
ti, who in this painting perhaps found a first sug 
gestion for Night (or B urial o f  Christ) which we 
will discuss further on. While the adjacent sec 
tion by Lorenzo Garbieri (1580-1645) (Soldiers 
on Horses Lead  a  Thief before San Benedetto) 
quite adheres to Ludovico’s taste, but with an ac 
centuation of Parmigianinism in the elegant fig 
ure of the officer on his plumed horse, the two 
sections by Lucio Massari (1569-1633) are of a lu 
cid formal intention, with which the artist “im 
poses, quite suddenly, his primary authority in 
the circle of Bolognese painting of those years. 
The mental confluences of his affirmations are 
also turned towards the study of the beautiful 
designed form, while the bronze splendor of a 
bronze mold holds the most eminent role at the 
root of his imagination...” (Volpe).58 Oriented 
more towards Annibale than Ludovico, Massari 
had perhaps a bit earlier accomplished that 
M adonna a n d  Saints Giovanni Battista an d  
Evangelista (1603) in Santa Maria dei Poveri, 
which is in fact a homage to the more classicist 
of the Carraccis. Among the lost paintings of the 
cloister is also that of Guido Reni, that is known 
through the copy terminated by Giovanni Maria 
Viani in 1693 and placed in the presbytery of the 
church, which we will discuss further on. But it 
is important to recall that which Ascoso said of 
the seventh altar of the subterranean church: 
“Sant’Eustachio belongs to the early works of 
Signor Guido, in which at any rate one recog 
nizes his future value.”59 The work that was sold 
in 1716 was identified by Piero Torriti in the Du- 
razzo Pallavicini collection in Genova,60 and 
studied by Stephen Pepper,61 who judges that it 
was done in 1596. This was thus one of the first 
attempts made by Reni, who had perhaps just re-
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Carlo Cignani, medallions 
representing A pparitions 
o f  the A rchangel M ichael, 
frescoes (church, nave).

cently been to Calvaert’s studio and then gone 
on to the more modern and lively one of the Car 
raccis, soon distinguishing himself to even be 
feared a rival by Ludovico. But the order was 
probably obtained from Calvaert, who was also 
an author of a painting for the subterranean 
church. However, we seem to be able to inter 
pret Reni’s painting as a work that uses the sub 
tlety of the Calvartian brush to express the first 
suggestions of the Carraccesque sentimentalism 
on the young, promising painter, who during 
those years also did the Incoronation  o f  M aria  
a n d  Saints which is now in the Gallery, and the 
M adonna del Rosario which is now in the Sanc 
tuary of San Luca.
The works of the cloister also involve Alessandro 
Tiarini (1577-1668), who had returned home af 
ter a long stay in Florence (from 1599 to 1606) 
where at Passignano’s studio he had reinforced 
the “purist” convictions that he had meditated 
during his first contact with Cesi. The section, the 
painting of which is dated 1613, as determined 
by Magnani and by Bodmer,62 is that which is best 
preserved, which makes us think that his long 
training with the fresco technique in Tuscany 
may have avoided his making the mistakes that 
soon led to the ruin of the other sections in the 
cloister. The pathetic animation impressed by the 
example of Ludovico on the decorative complex 
brought forward by his pupils is completely ab 
sent in this work ( The M onk Disinterred a n d  Ab 
solved by D isobedience) which appears to be 
subtly meditated in the structure, the clear firm 
ness of which moves from the severe climate of 
the first figurative Counter-Reformation cultivat 
ed in Florence by Passignano and Pocetti, not 
lacking, nonetheless, in the coloring of “de 
tached, clear and moderately shrill accents” 
(Calvesi)63 even something of Pontormo. A sever 
ity that touches grave and contrite accents in the 
paintings for the church, where he soon after 
paints the Passing o f  San Carlo (1614), together 
with the frescoes of the relative chapel, and the 
Sant Francesca R om ana  for the chapel on the 
opposite side. It was quite an affirmation for 
Tiarini, who had gone away, to be given these 
works, the prelude to a long series of prestigious 
affirmations. While the frescoes on the walls 
(Birth o f  San Carlo; San Carlo Proclaim ed a  
Bishop; Exequies o f  the Saint) of the Chapel of 
San Carlo, that is built and decorated in 1614,64 
substantially adhere to the precision of the Tus 
can narrative taste, the altar-piece attempts in the 
most fluid oil technique the luministic problem 
that during those years interested Ludovico and

Garbieri, Mastelletta and Cavedoni, touching a 
rather uncertain stylistic compromise, from 
which the artist will exit further on based on a 
very precise neo-Tintoretto-like direction. The 
painting with Santa Francesca Rom ana  in 
volved in the same problem, nonetheless in the 
clear definition of the arrangement has a more 
homogeneous character, succeeding among oth 
er things in ‘“timidly but firmly gathering con 
centration in the light of strong Cesian mark” 
(Calvesi). On the other hand the exhausted, in 
tense cold of the painting, already announce the 
Death o f  the Virgin now in the Gallery, which is 
perhaps the artist’s greatest work. Arcangeli has 
always placed an accent on the episode of the 
still-life of the loaves of bread:

Tiarini, so Tuscan, so plastic, so chiaroscuro, usually, 
returns in this admirable detail of a great altar-piece, 
painted around 1615, to being truly Emilian, Bolog 
nese: these convent loaves of bread, grave within the 
enclosure of the solid crust, solid as stones, are 
nonetheless animated in the appearance of crumbs, 
like broken pomegrantes, and the basket, stem in 
its rigid weaving, in which live wicker is inter 
twined.®

At this point there is a pause lasting several 
decades in the work of painting for the church 
and the convent, except for some occasional 
work in which Angelo Michele Colonna (1604- 
87) is always involved, who was certainly the 
best at the fresco technique, at first with Curti 
and then with Mitelli for the quadraturist part, of 
the first half of the century in Bologna. Docu 
ments indicate the presence in 1627 (he draws a 
perspective at the top of the large road, that will 
be painted by “il Dentone,” representing flights 
of porticos and terraces),66 Ascoso also records 
“an entire partition done by Colonna and Mitel 
li” which is the gallery of the monastery cited in 
“Felsina”;67 a M adonna with San M ichele ana  
San Benedetto , a fresco on the Doric portal of 
the Convent on the side of the church for which 
he was paid in 1637;68 and the two perspectives 
in brickwork, frescoed, after the two lateral 
doors and before the partition of the church, 
which still exist; “the cupids in chiaroscuro, with 
all of the fresco decoration that surround them 
and decorate that facade,”69 alluding to the dec 
oration of the two partitions, that also still exists. 
Furthermore, Colonna and Mitelli were to have 
frescoed the tribune, the cupola, and other parts 
of the church, but their departure for Spain in 
1658 interrupted their work.70 
In 1661 “a very charming work as usual by the fa-
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Domenico Maria Canuti, 
Night, oil on wall (church, 
counterfacade).

Domenico Maria Canuti, 
B enedictin e Saint, oil 
tablet (church, nave).

mous Barbieri” arrived in San Michele in Bosco: 
the painting of the Virgin with Child a n d  Blessed 
B ernardo Tolomei, paid to Guercino during that 
year, as shown in the book of transactions. Re 
moved by the French in 1796 it was destroyed in 
a fire in Bordeaux in 1870. Its place was taken by 
a copy that Jacopo Alessandro Calvi had painted 
before 1782 for a chapel of the monastery. An 
other copy, but a faithful and antique one, that 
Denis Mahon judges to have been done by an 
immediate pupil, is in the church of the Madon 
na del Pilastrello in Lendinara.71 It is said that the 
copy by Calvi, despite the good will of the au 
thor, distorts and considerably slows down the 
stylistic hold of the original, which despite the 
late age of Guercino, who by then was seventy 
years old, must have effectively saved that placid 
classicism still mixed with naturalistic senses, as 
in the altar-piece of Santa Teresa Receives a  Col 
la r  fro m  the Virgin, in the Bolognese convent of 
the Barefoot Carmelites, painted during the same 
year.72 During this decade work to renovate the 
church is resumed, with the intervention of pres 
tigious artists such as Carlo Cignani and Domeni 
co Maria Canuti. After the interventions of Colon 
na and Mitelli, who then left in ‘58 for Spain, the 
quadraturist part is assigned to Domenico Santi, 
known as “Mengazzino” (1621-94). Payments in 
his name dated 1665 are recorded, for decora 
tions in the chapel of Santa Francesca Romana 
and around the four medallions frescoed by Ci 
gnani.73
On June 29, 1665, according to a document 
found by Vitelli Buscaroli, Santi is assigned 
“painting of the four Doors, that are inside the 
Church, with ornaments based on drawings giv 
en him and even better, except for the figures.”74 
The latter were thus the privilege of Carlo Cigna 
ni (1628-1719), and were so successful as to be 
defined by Malvasia “a very stupendous produc 
tion.”75 Malvasia76 recalls the approval of this 
work by the painter Noel Coypel, who in 1672 
returned to Paris after directing the French Acad 
emy in Rome for four years. The anonymous bi 
ographer of 1702 acutely observes that these 
frescoes “provide ample proof of his prodigious 
advancement.”77 Zanelli (1722) sees therein the 
influence of Correggio, Zanotti (1739) reflects 
the echo inspired by Cignani’s trial just after his 
return from a Roman experience: “those famous 
four medallions, which people would willingly 
ascend the hill for, when the celebrated cloister 
painted by Ludovio Carracci did not as yet ex 
ist.”78 Above the illusionistic architectural cor 
nices realized by “Mengazzino,” couples of cu-



Domenico Maria Canuti, 
The A rchangel M ichael 
Driving Away the D em ons, 
fresco (church, triumphal 
arch).

pids lift cloths, discovering richly decorated 
medallions, in which the painter has represent 
ed four apparitions of the Archangel Michael: in 
times of plague, with San Gregorio Magno who 
beseeches the end of the scourge; in battle in 
support of the Sipontine militia against the Sara 
cens; to San Bernardo; to a blessed bishop. The 
first two medallions are those best preserved 
and allow for a reading of the recovered inspira 
tion of Correggio, in the golden skin of the puffy 
cupids and in the cadences of the cloths, sub 
stantiating the insistence of sources on this im 
portant orientation in Cignani’s work, who, after

a period of time in Rome, goes back to the warm 
expression of the decoration and of the ceiling 
of Palazzo Davia. Thus, Zanotti’s story is a prob 
able one (that he probably heard from Pasinelli, 
when he was his pupil) of the casual meeting be 
tween Pasinelli and Cignani in Rome, “halfway 
up the hill of San Pietro, one descending, one as 
cending to return to see the divine painting of 
the ‘Transfiguration’ by Raffaello” and of the de 
fense of Cignani of Correggio’s art, against 
Pasinelli who, in fact, supported the Urbinate. 
Vitelli Buscaroli’s hypothesis that Cignani after 
Rome must have gone to Parma is probable.79 It
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Domenico Maria Canuti, 
Triumph o f  E ternal Truth, 
fresco (church, cupola).
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Domenico Maria Canuti, 
Im m aculate C onception , 
fresco (church, apsidal 
bowl-shaped vault).

Giovanni Maria Viani,
San B enedetto Receives 
Gifts fr o m  the Peasants 
and Blessed B ernardo  
Tolomei Resuscitates a  
Brick-layer, oil on canvas 
(church, presbytery).

91



Anonymous, early XTVth 
century, tom bstone o f  the 
jurist Egidio d i Lobia  
(between the church and 
the monumental corridor).

would nonetheless be absurd to not take into ac 
count the three years spent in Rome and the in 
tensity of the experiences in which the artist 
must have been involved. He had to measure up 
not only to the great artists of the past, but also 
to the active proliferating contemporary ones, 
from the “neo-Venetians” to those from Cortona, 
to Maratta, to the Neapolitans and so on.

“The small curtain-holding cupids... like soft terra 
cotta among the illusive scansion of violet cloths on 
marble painted with gold placed there, have always 
seemed to me to lean towards the themes of Duques- 
noy on the tombs of Santa Maria dell’Anima, and the 
oval of San Bernardo in the same cycle totally linked 
to the hermits of Mola, as well as to Ludovico” (Gri- 
seri).1®

Many more possible suggestions could be made 
regarding Cignani, in the great sea of classicist 
and Baroque Rome. Suffice it to mention, attest 
ing to the “prodigious advancement” indicated 
by Zanelli, that the battle scene recalls Borgo- 
gnone, and that that of the plague reminds us of 
the Bolognese classicists, and Maratta and even 
announces Benefial.
After Cignani another important master inter 
venes in San Michele in Bosco: it is Domenico 
Maria Canuti (1626-84); a convinced participant 
of the Baroque climate, he holds a nearly unique 
place in the Bolognese seventeenth century. His 
sojourns and his Roman works assure us of his 
direct relationship with the decisive results of 
those poetics; but it is not for this reason that he 
intended to break with the Bolognese environ 
ment. The only Bolognese to face important un 
dertakings in Rome during the second half of the 
century, in the heart of Baroque civilization, he is 
also the only one who because of his sojourns in 
Rome knew how to transplant the ferment of that 
artistic tendency in his homeland, a tendency 
that the Bolognese people opposed, obstinately 
rooted in their beloved Carracci and Reni strain. 
Not that Canuti thought much differently from his 
fellow citizens: his acrobatics in drawing are a 
clear outcome of the tradition of the Incammi- 
nati; but he alone proposed inserting them in a 
more complex vision, suited to the new decora 
tive tendencies. His frescoes, in particular, lead 
towards Lanfranco, Cortona and perhaps Gaulli. 
Sojourns in Mantova and Padova put him in con 
tact with the culture of Rubens and Venice; he 
visited Venice, and in fact what is suggested to 
him by the art of Tintoretto appears to be much 
more than a second hand carrying over, rather, it 
is a convinced and in-depth direct study of the
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suggestive texts of the Venetian master. The 
sources mention a first sojourn of the artist in 
Rome,81 where he was, as previously stated, 
twenty years old, before 1647, the year of the 
death of Lanfranco (“protected by Father Abbot 
Pepoli, went to Rome protected by Lan- 
franchi”).82 But here, a few years later, the clear 
est relationships are with Preti of Sant’Andrea 
della Valle and with Pietro from Cortona, to mul 
tiply by three the basis provided by the Carraccis 
and Lanfranco. After nearly ten years Canuti 
deals with a first lot of works in San Michele in 
Bosco in Bologna. It is the decoration on the four 
arches of the lateral chapels and of the Archangel 
M ichael Driving Away the Demons in the tri 
umphal arch.83 As indicated by Luciana Zurzolo, 
the date of onset of this work, that Crespi sets at 
1657, must be delayed two years, according to 
the document found by her.81 This document 
mentions the “tribune of the major Altar,” but as 
the bowl-shaped vault is manifestly late like the 
cupola (which is dated 1682-84), it is evident that 
it means the triumphal arch, which in truth stylis 
tically agrees with the frescoes above the arches 
of the chapels. Although Ascoso judges that the 
fresco of the triumphal arch “is one of the un- 
happier works of Canuti,” the judgement appears 
to be totally unjust. Lanzi asserts that San Michele 
“painted in part inside the arch, and in part out 
side, is a very rare work in terms of perspec 
tive.”85 But greater enthusiasm, and the times 
were not very favorable, may be found in the de 
scription made by Gaetano Giordanr* who saw 
there “fertility in the imagination, intelligence in 
drawing, promptness in execution. The principal 
figure for its action is surprising, and the others in 
groups are in various strange attitudes.” Volpe re 
cently recognized in this Canuti “an unsuspected 
divulger of striking and thick-bodied chromatic 
eloquences, just a bit less neo-Venetian than a 
contemporary Giordano.”87 
Undoubtedly the traditional and sixteenth cen 
tury theme was reinterpreted by Canuti here, 
with a totally Baroque vehemence, that reaches 
an acute apex in San Michele so striking and im 
petuous, in relation to which the analogous fig 
ure in the painting by Innocenzo da Imola that 
was on the major altar (and is now in the 
Gallery) must have suddenly seemed bloodless 
and lifeless. The overturned demon, with his 
wide streaked and flaming wings is also effec 
tive, that like the Archangel is located in such an 
unusual short space for the Bolognese tradition, 
and so much more clamorous, even if it would 
be too much to say that in this work is prefigured
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the formidable cascade of bodies suggested by 
Bernini to Baccio for the Roman vault of the 
Gesu. What sounds between Preti and Lanfran- 
co is this tumultuous swimming of bodies 
against the light, following the curve of the arch; 
but it is also easy to understand how within such 
a modern achievement the most vivacious 
sources of Bolognese naturalism, harking back 
to Guercino and Cavedoni as far as Ludovico 
Carracci, bore fmit. Just two years after the Final 
Judgem ent  for the Certosa (1657) Canuti seems 
to have matured the ability to fuse the formal 
structure as was proper to his aspirations as a 
Baroque painter, aimed at the realization of great 
choral themes in which the protagonist was first 
of all the dialectic debate between light and 
shadow, within which to make fluctuate, with 
less premeditation than usual, indefinitive mass 
es of clouds, elongated and writhing human 
bodies, not without some humor, perhaps, taken 
from Tibaldi, from the Stories o f  Ulysses at the 
Palazzo Poggi, rather than from the biblical 
scenes of the chapel of the same name in San Gi 
acomo. And all within the amalgam of warm or 
brownish light which particularly emphasized 
the light blue dress of the Archangel and the ten 
der green one of a fallen angel in a bold partial 
view, his wings spread out.
Amidst the illusionistic architectures of Domenico 
Santi, that clearly descend from Mitelli, decorating 
the outside arch of die four lateral chapels, figures 
of angels and of adolescents of analogous, attrac 
tive exuberance and movement take their places: 
under the chancel to the left two angels hold in 
their hands the Holy Shroud and the crown of 
thorns in a sign of sadness: under the one to the 
right two more angels hold bouquets of flowers 
that they joyously hold out. On the arches of the 
two successive chapels couples of adolescents 
hold monchrome coats of arms: the one on the 
right shows Charity accompanied, within “clipei” 
located lower down, by Faith  and Hope on the 
one to the left perhaps a “Santa Maddalena.” 
These happy decorative organisms, in which the 
perspective parts fully agree with the figurative 
ones, cannot but recall the just as happy agree 
ment between Mitelli and Colonna, who are at 
tributed the invention of a genre of fertile appli 
cation in Bologna and of fortunate resonance 
abroad (Colonna with Mitelli was in Spain, and 
then in Paris). The appeal is certainly not external, 
it is simply connected to the affinity of the genre 
practiced by the two couples of painters: in fact, it 
is evident how “Mengazzino” owes his science 
and his taste for perspective to the great lessons of

Agostino Mitelli, and Canuti must not have medi 
tated on the art of Colonna, to whom are due the 
first, original examples of a decorative genre in 
which the ingeniousness of inventive Baroque 
perspective is happily united with the classic 
composure of Bolognese tradition. The decora 
tion of three rooms in Palazzo Pitti, of the great 
room in the Palazzo Ducale in Sassuolo (1646), of 
the vault of the destroyed Oratory of San Giro 
lamo in Rimini (1653) and of the chapel of the 
Rosario in San Domenico in Bologna (1656) con 
stituted a memorable series of precedents, more 
over very accessible ones, that an artist like Canu 
ti, who tended towards similar questions, could 
not have duly taken into account.
“The very bizarre oil painting on the wall, of 
Christ led to his burial during the night... is a very 
capricious thought, and a very beautiful one by 
the fertile Canuti.” This is how Malvasia (1686)88 
opens his series of admiring comments dedicat 
ed to this work by Canuti (done on the inside 
wall of the facade of the Church), which imme 
diately became so famous that it was repeatedly 
copied, and commonly referred to as C anuti’s 
Night, with evident and flattering allusion to the 
famous work by Correggio. To this regard the 
words of Luigi Crespi are of considerable inter 
est, who judged this Christ led to his burial “so 
bizarrely illuminated by torches lit during the 
night, and with such skill, that it was greatly ap 
plauded, and was many times copied, and will 
always be a live testimony of his ability, forever 
referred to by the wonderful name ‘Canuti’s 
Night. ”’89 Luigi Crespi’s enthusiasm is picked up 
by Giordani, who however complains that “this 
work is no longer admired for the way it was 
painted in bizarre fashion, illuminated by torch 
es lit during the night... today it is blackened by 
that paint, that was used with the intention of 
making it bright, while it was greatly damaged 
by the carelessness of an incapable restorer.”90 In 
fact, the procedure of using oil to paint a wall 
planted the seed for the difficult survival of the 
painting, which nonetheless can still be appreci 
ated today with some approximation. The 
theme of the Burial executed in the tradition of 
the Carraccis is certainly kept in mind by Canuti 
as it also appears in the suggestive painting of 
Schleissheim,91 taken up again by Lorenzo Gar- 
bieri in the painting of San Antonio Abate in Mi 
lan.92 Garbieri again (here is a sure source of the 
art of Canuti, and not only on that occasion) had 
painted a similar theme, very suggestively, in the 
Lam ent on Christ D ead  frescoed in the Oratory 
of San Colombano.93 More or less of a prototype
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of the theme of the B urial must have been Tin 
toretto’s Stealing o f  the Body o f  San M arco o f  
A lessandria which was at one time kept in the 
Scuola Grande of San Marco in Venice (now in 
the Academy). Even Cavedoni used it to paint a 
fresco right in the cloister of San Michele in 
Bosco, the B urial o f  the Saints Tiburzio a n d  Va- 
leriano ,94 It would be difficult to deny the sug 
gestion of the prototype by Tintoretto for this 
work by Canuti, but it is also true that it fits per 
fectly into the continuous line that from Ludovi 
co Carracci goes, through Cavedoni and Gar- 
bieri, as far as Lanfranco, Guercino and Preti.95 
The lengthened vertical cut of the brick section 
is ably taken advantage of with the invention of 
the steep, slippery staircase that leads to the 
mouth of the sepulchral urn, while the luminis- 
tic contrast is the dominant notation, an actual 
stylistic theme; on the other hand it already dis 
tinguished the remembered paintings by Lu 
dovico and Garbieri. There a suspended lamp, 
here a lateral torch, that combines its own rever 
beration on the inert body of Christ with the re 
flection of the crepuscule filtering in the grotto. 
It is not surprising that the work was of universal 
interest, since that unusual condition of light 
touched a problem that had locally become 
rather uncommon, for those years in which the 
inheritance of the works of the late and “argenti 
ne” Reni dominated, the manner of the late 
Guercino was also protected by classicist posi 
tions, the placid expression of the young Carlo 
Cignani heir to the “Albanesque” Arcadia.96 
The years that follow show a formidable crescen 
do in the inventive activity of the artist, who is 
able ten years later to execute the surprising ceil 
ing in the room of the same Palazzo Pepoli (c. 
1669), the conception of which is singularly new 
in relation to the difficult and quite original solu 
tions of Colonna.97 Not only, but some analogies, 
in truth anything but stringent, with the ceiling by 
Gaulli at the Gesu in Rome, much later, have sug 
gested to Ebria Feinblatt,98 from which the Gen 
ovese had learned a great deal. The hypothesis is 
perhaps only ingenious, but it in any case pro 
vides a measure of the novelty presented by 
Canuti with this ceiling, excavated by a vortex, 
perhaps more garnished than dramatic, that in 
volves the figures in a continuous spiral, within 
the imaginary perspective cone that perforates 
space in an upwards direction. The explanation 
of this apparent paradigm for Gaulli will have to 
be found, in our opinion—as not even a com 
parison with the decorative solutions of Pietro da 
Cortona in Rome and in Florence is truly persua 

XVth century wooden 
crucifix (church, first 
chapel to the left).

Bernardino da Milano 
(attr.), holy water stoup 
(church, nave).
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sive—in the common interest of the two artists 
for the art of Correggio. An interest that Canuti 
will fully manifest with the ceiling of the Roman 
church SS. Domenico e Sisto (1674-75), which he 
also precedes , without anticipating it, because it 
is a different thing, the one by Gallui for the 
Gesu. The angelic throngs in a semi-circle, the 
tangle of bodies and the cloths of the ceiling by 
Canuti are tributaries of the cupola of the Cathe 
dral in Parma and also, naturally, of Lanfranco in 
Sant’ Andrea della Valle and in San Carlo ai Cati- 
nari. Thus, that enrichment of the palette and of 
the pictorial ductus on the Venetian experiences, 
reinforced during a second sojourn in Padova 
(1666-67), found a geater application, growing 
out of other cultural trends, in Canuti’s openness 
towards vast decorative solutions."
In Rome starting in December 1675 Canuti fres 
coes a ceiling in Palazzo Altieri with a sweeping 
Apotheosis o f  Romo lo.100 The next year he is still 
in Rome, as we learn from a learn sent to Malva 
sia.101 Finally, on June 21, 1677 he begins with 
Haffner to decorate the library of San Michele in 
Bosco,102 a work that was “so valorous and so 
magistral, that it alone would certainly have suf 
ficed to immortalize his name,”103 conducted ac 
cording to a complex iconographic program the 
elaboration of which, despite the fact that Gior- 
dani attributes it to the painter judging it invent 
ed “with a fervid and ingenious thought, with 
richness of poetic and allegorical concepts that 
conform to his expertise and his quickness in 
coloring,”104 must undoubtedly have been con 
ceived in every detail by the Abbot Taddeo Pe- 
poli, who may probably be attributed the writing 
of an anonymous pamphlet,105 published when 
the frescoes were discovered, and reprinted by 
Giordani as an appendix to his work on San 
Michele in Bosco.106 For Giordani Pepoli would 
only have had the merit of promoting the under 
taking.107 But the erudite plan of this decoration, 
in which science and technology meet and 
struggle, is so complex that it does not consider 
even for an instant stopping and reflecting 
whether that opinion can be sustained.
Referring the reader for specific details to the 
aforementioned pamphlet of 1681, which pro 
vides a minute description and explanation of 
each allegory, let us narrow the description 
down to the minimum essential, but not without 
first recalling that among the rushed indications 
of foreign travelers the testimony collected by 
Sorbelli, one is particularly interesting, although 
unfortunately it is also anonymous: a French 
Barnabite father writes in 1717:
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The library is the most beautiful and of the best taste 
that I have seen in Italy... Canuti has painted above 
the shelves and on the ceiling of the three rooms ar 
chitectural ornaments with a great number of people 
in discussion. There are philosophers, rabbis, theolo 
gians, St. Thomas, etc. All is alive and animated, and 
this place has more the air of the gallery of a great 
prince than the library of a religious order.108

The library is made up of three rooms, the mid 
dle one being the largest; there are a total of five 
circular vaults that Canuti decorated within 
Haffner’s quadratura work, also painting figures 
in the pendentives, the large lunettes, and on the 
walls of the three rooms. In the first room the 
vault “signifying the varying tendency of men 
according to their different complexions, repre 
sents four men, choleric, sanguine, phlegmatic, 
melancholic, that predominate in human bod 
ies,” at the sign of a concordio  discors signified 
by a scroll held by a flying cupid. The four tem 
peraments are associated with the personifac- 
tions of fire, air, earth, water, represented in the 
pendentives. The decoration of this vault pre 
sents the newest and most Baroque solution of 
the entire complex, with the invention of figures 
hovering above a portion of the terracqueous 
globe, in a strongly effective back light, seen 
through the unique starry frame with tips that 
stick out and cave in, dynamizing the spatial 
meaning of the whole. Amidst the figures of the 
pendentives particularly eye-catching is the alle 
gory of Fire, draped in red with his hair flaming, 
and the allegory of Air uplifted by a whirwind 
within a billowing light blue cape.
The three vaults of the main room, although sep 
arated by transverse arches, follow a decorative 
conception that is substantially unitary in its per 
spective arrangement— with nearly similar an 
gulations— of groups of figure hovering above 
the clouds, that from below can be seen in shad 
ow, because they are located between he who 
sees and the spreading light from the immensity 
of the sky. The main theme of the middle vault is 
Divine Knowledge that overcomes and obfus 
cates Human Knowledge. Useful at this point is 
a comparison with the ceiling by Andrea Sacchi 
in Palazzo Barberini in Rome, where the theme 
of Divine Knowledge is in fact dealt with. But al 
though Sacchi’s work, kept on variations of 
golden light and liquid shades, will always con 
stitute, next to the very different, full and hum 
ming ceiling by Pietro da Cortona, one of the 
memorable moments in seventeenth century 
decoration in Rome, Canuti must have undoubt 
edly liked it for its values of immediate pictorial 

ness; much less in its internal reasons, that orga 
nize it according to a centralized focus and by 
meditated balances, while the ceiling by Canuti 
is placed on a diagonal line in depth, that leads 
the protagonist figure, Divine Knowledge, to 
hover headlong in a partial view, nearly becom 
ing lost above in the reverberation of light. In 
this room the fresco of the first vault portrays Cu 
riosity held by hand by Desire but veiled by Re 
ligion. Icarus falling makes the allegory more ex 
plicit, that the figures of the old and the new Law 
complete. The smaller number of figures, as 
compared to the median vault, loosen the in 
vention and make it more immediately expres 
sive, here not unworthy of Gaulli himself, who 
in Rome in those years was one of the major pro 
tagonists of the Baroque climate. Perhaps a bit 
more “restricted,” but not less important, the 
third ceiling of this room in which the Genius of 
Arts and Sciences together with a fiery and virtu 
ous Love drives away Vices, personified in a 
woman, a faun and a cupid, the very successful 
partial view of which mark one of the most ef 
fective segments of the entire decoration. At the 
margins are located the allegories of active and 
contemplative life. This room, the central vault 
of which portrays in each of the pendentives a 
muscular “Terminus” that illusively sustains it, is 
frescoed in its large lunettes by allegories of the 
various disciplines (Philosophy, Mathematics, 
Moral Philosophy, Theology, History, Law) each 
accompanied by two of its most illustrious rep 
resentatives (respectively, Plato and Aristotle, 
Euclid and Ptolemy, Seneca and Epictetus, St. 
Thomas and Scoto, Joseph the Hebrew and Tito 
Livio, Saint Silvester and Giustinian the Emper 
or). In two fake niches Painting and Poetry are 
represented in chiaroscuro. The allegory of 
these representations is completed with the 
large lunette in the background, right in front of 
anyone entering the room, where a crowd as 
cends the arduous hill of Virtue after having 
overcome the obstacle of the thick wood ob 
structing the way, and after having avoided the 
flattery of Pleasure, symbolized by a satyr and a 
cupid that discover sleeping Venus. Among 
those who move towards Fame, that calls sound 
ing his trumpet from the hill, Canuti placed “in 
sign of love and veneration the figure of the 
artist, his master Guido Reni, who has a hat on, 
and holds in his hands brushes and a palette; 
having surpassed the difficulties of a thorny 
path, he has arrived at enjoyment of the well-de 
served fame of his exquisite and nearly divine 
works.”109 The agreement between the tones in
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this fresco is kept on light blues, yellows, greens 
and grays: a neo-Veronesian chromatic infusion 
that perfectly favors the fluid descriptive rhythm, 
between Cortona and Giordano, prefiguring the 
imminent, analogous outcomes of Pasinelli and 
Burrini. Less pleasant, obviously, are the figures 
isolated in the other lunettes, where the perhaps 
too peremptory giantism makes use of a discov 
ered humorous vein borrowed from Tibaldi in 
the Palazzo Poggi; enough to animate the some 
what schematic and archaic version of these al 
legories, to the point that, for example, the dis 
pute between St. Thomas and Scoto seems 
rather a game of Chinese morra. In the large 
lunette at the back Canuti instead tries to devel 
op the allegory, in a much less intense key of 
naturalistic-Baroque animation, as compared to 
what had been done in the ground floor rooms 
of Palazzo Pitti by Giovanni da San Giovanni 
and his continuers Furini, Vannini and Cecco 
Bravo had done in honor of Lorenzo il Magnifi- 
co and of the Platonic Academy.
The vault in the last room protrays Divinity 
dressed in white, hovering over a cloud under a 
canopy held up by flying angels. The Archangel 
Michael in an act of reverence begs her to aid the 
Sciences and the Cardinal Virtues, while from un 
der the cloud Pride escapes, beaten by cherubs 
armed with laurel branches. Haffner’s quadratu- 
ra is particularly complex and uniformly un 
winds all around architectural themes and acute 
corners, vaults and medallions, on which cupids 
and swans in various guises climb. The allegory 
of the vault is completed here by monochrome 
medallions: M inetva Who is Born fro m  Ju p iter’s 
H ead  and the Fall o f  the Giants. As compared to 
the other ceilings this is perhaps the least joyful 
of the entire complex: the figures are arranged in 
a triangle pattern, moderating the dynamism, al 
so diminished by the unusual centrality of the 
group in relation to the cornice, which moreover, 
is perhaps too complicated and cloying.
Much more savory are the feminine figures that 
incarnate the cardinal Virtues: perched in the 
concavities of the pendentives they amuse 
themselves with joking cupids with the attribut 
es that qualify them. The fresh chromatic gamma 
of their clothing, that touches the diapason  in 
the red of Temperance, is portrayed in a fiery 
manner, while the incarnate are of that graceful 
opulence that, particularly in cupids, is not un 
related to the ways of Cignani, in the frescoes of 
the church of San Michele in Bosco.
Certain particular decorative details of the main 
room— cupids and animals amidst garlands of

flowers— of an illusionistic taste that finds it ori 
gin in Correggio and Parmigianino— remind one 
of Cignani.
The last work done by Canuti, before his death, 
after a period of illness, in April 1684, concerns 
the cupola of the church of San Michele in 
Bosco, according to L. Crespi110 between De 
cember 16, 1682 and March 23, 1684; a short 
time previously he must also have done the fres 
co of the bowl-shaped vault. It seems obvious 
that Canuti began from the vault as a few days af 
ter finishing the cupola he had to leave this life. 
The theme is the Im m aculate in Glory while San 
G iovanni Writes her Praises It is quite obvious 
that here Canuti remembered the Glory o f  San 
D om enico  frescoed by Reni in the church of the 
same name. The musician angels suggest this re 
lationship, moreover inserted in a context of for 
mal motivations that is quite a bit more ventilat 
ed and vibrant. “The mysterious fresco above, in 
the Cupola of the chapel, is one of the most mar 
velous frescoes that ever came out of the hands 
of that valiant man, and it was the last of his 
works...” It is the Triumph o f  Eternal Truth over 
Worldly Errors, not easy to decipher: within a 
light blue sphere is the Eternal, surrounded by a 
sky of stars; under him the Archangel Michael 
defends Religion that escapes to get away from 
the apocalyptic dragon with seven heads. This 
chasing of the figures along the circular rim of 
the cupola, echoed once again by the circularity 
of the sphere that includes the Eternal who hov 
ers in the opposite direction, nearly impresses a 
rotating motion on the volume of the cupola, 
pushing towards the edges the angelic crowd by 
the effect of centrifugal force. A very vivacious 
and turbulent imagination, played on a counter 
point of sudden scraps of color, from bright cold 
to hot and fiery. Malvasia’s praise, repeated by 
Luigi Crespi, is justified for this cupola, that with 
the triumphal arch and the bowl-shaped vault of 
the apse complete a coherent program of “tri 
umphs”: of good over evil (triumphal arch), of 
Eternal Truth over worldly errors (cupola), of 
the Immaculate over original sin (bowl-shaped 
vault). With efficacious words Calvesi has pro 
vided an overall critical judgement of the library 
and of the choir of San Michele in Bosco:

The inspiration of Baciccio, although refonned ac 
cording to a more tender and slippery articulation of 
space, enough to also recall Maratti of Santo Isidoro, 
survives in the centers of the cupola: inside a spatial 
vase, that is felt to be tense and effervescent only at its 
peak, in substantial disagreement with the continuity 
of the authentic Baroque. While the allegories in the
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semi-circular squares and the subarches of the library, 
in soft and fluid clothing, seem to repropose perspec 
tive-monumental themes, from Tibaldi to Ludovico, 
alternated in luminous renewals somewhere between 
Rubens and Cortona. What is missing is the claw of a 
deeply cohesive fantasy, but not the substantial agree 
ment o f the expression, which is always savory and 
fluid, recorded on a swelling unity o f palette.111

While Canuti’s frescoes in the apse were being 
concluded, its enrichment with paintings was al 
ready being considered. Documents show112 that 
in 1685-87 Giovanni Maria Viani (1636-1700) ini 
tiates two paintings for the presbytery, of which 
one is none other than a copy of the fresco by 
Guido Reni, representing San Benedetto Receives 
Gifts fro m  the Peasants in the octagonal cloister, 
that Viani painted, signing it and dating it 1689,113 
with the collaboration of two sons, one of which, 
Domenico Maria, would also have become a 
master of rank. As this copy was done with great 
attention to fidelity, it is of considerable interest 
for the knowledge of the art of Reni around 1604- 
5, in the absence of other works dated at that 
time, just after the first Roman sojourn of the 
artist. In fact, even through the copy it is possible 
to understand the rather intense degree of assim 
ilation of Raffaellism operated by Reni at this mo 
ment in time, thus before Domenichino in 
Grottaferrata and in San Luigi dei Francesi; but 
certainly, with the natural ease that keeps him far 
from the statuary ideal pursued by him. As for the 
other painting, with a Blessed B ernardo Tolomei 
Resuscitates a  Brick-layer, invented by Viani 
himself, it must be said that it is among the most 
important things of this interesting master,114 of 
whom very little has been left to testify to his 
original, stylized interpretation of the “naturalis 
tic” Renism of a Cantarini and of a Torri. Signed 
and dated 1693,115 this work is one of his last, and 
in the scalene series of shapes chromatically cut 
out, it leads the way for his son Domenico and 
for Aureliano Milani.
After Viani’s intervention very little remains to 
complete the church in its Baroque aspect, and 
this takes place after a short while, when in 1705 
Gioacchino Pizzoli (1651-1733) frescoes the 
vault of the chapel of Santa Francesca Romana 
and paints the ornament around the large door. A 
pupil of Colonna, Pizzoli was his collaborator for 
the quadratura, but he also knew how to paint 
figures and scenery. Shortly after his intervention 
in San Michele in Bosco he on his own did the 
entire decoration of the Oratory of the Madonna 
del Soccorso (1708-12) that the events of war 
have entirely destroyed. Thus, the fresco of San

Michele in Bosco that represents the Apparition 
o f  the Virgin to Santa Francesca Rom ana  is in it 
self not an exceptional work, but it is one that 
documents with very few others the activity of an 
artist that during his times was appreciated, if he 
was also active in Paris for many years, from 1680 
to 1699- The usual Malvezzi register synthesized 
by Zucchini indicates that in 1706 Giuseppe San 
ti (1644-1719), the son of Mengazzino, paints two 
perspectives in two different cloisters, while 
Crespi does the figures.116 Unfortunately nothing 
is left of this and it is particularly sad because of 
the loss of such an illustrious presence as that of 
Crespi, despite the fact that the commitment was 
not such a difficult one. A certain Giuseppe San 
ti, again according to the Malvezzi document, 
would have painted the two chancels lateral to 
the organ and touched up all of the perspectives 
of the church that were ruined even then by hu 
midity.117 How this could have happened in 1732 
is difficult to explain, since Giuseppe Santi died 
in 1719- The perspective of Bibbienesque taste, 
executed precisely in 1732 still exists, however 
archaic, that Vincenzo Torreggiani from Budrio 
painted on the southern side of the courtyard 
“del pino” opposite the staircase. Together with 
that of the cloister of San Giuseppe dei Cappuc- 
cini, it is the only remaining testimony of Torreg- 
giani’s Bolognese activity, the son of a famous ar 
chitect named Alfonso. A pupil of Stefano Orlan- 
di he also worked in Rome.

Sculptures

As compared to the many and ample pictorial in 
terventions, sculptures at San Michele in Bosco 
are secondary, as almost always happens partic 
ularly in Emilia, where the absence of local ma 
terials of good value and duration made of this 
art a Cinderella as compared to the blooming of 
painting. Nonetheless, something must be said 
of the sculptures in San Michele in Bosco, that 
are few but of a high level. The most illustrious 
work is the tombstone of the jurist Antonio da 
Budrio, which is currently walled together with 
that of Egidio di Lobia (also a jurist of the four 
teenth century), in the small corridor that from 
the church leads to the nocturnal choir. Al 
though consumed, it may be recognized as a 
work of Jacopo della Quercia (1371-1438), as 
Zucchini was the first to see, who even found its 
date of execution: 1435-118 Thus, it is a late work 
of the great artist from Siena, who during that 
year was in Bologna for several months, for the
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most part involved in the reinforcement of the 
“porta magna” of San Petronio that was not yet 
finished. But the dramatic sentiment expressed 
in the memorable coffers of the Petronian portal 
here gives in to a more contained inclination. If 
we compare this tombstone with the two of the 
Trenta famiglia in San Frediano in Lucca, exe 
cuted about twenty years before, we may mea 
sure the stylistic parabola of Jacopo, who from 
the notations of a supremely calligraphic taste, 
to be envied by a Nordic master, comes here to 
an organic composure, that sits on the medita 
tion of new Renaissance values, which the great 
master from Siena surely takes into account, 
within his strong expressive travail and his na 
tively Gothic disposition.
Also of the fifteenth century is the wood Cmcifix 
located in the first chapel to the left; if compared 
with that of the church of San Giacomo Mag 
giore1'9 it appears to be of a looser articulation 
and thus of a later age, perhaps the end of the 
century, with mild accents of the Gothic. After 
the tombstone by Jacopo della Quercia the most 
important work of sculpture is without a doubt 
the Ramazzotti sepulchre of Alfonso Lombardi 
(c. 1497-1537), a native of Lucca, but trained in 
Ferrara and very active in Bologna, where he ob 
tained important orders, dominating the envi 
ronment for several decades, at times in compe 
tition with Zaccaria Zacchi from Volterra. Both 
modellers, they also sculpted stone and marble, 
working considerably in the building site of San 
Petronio for the decorative work of the portals. 
The Ramazzotti sepulchre is among the last 
works of Lombardi, who from the year 1519 had 
modelled works like Hercules of the Palazzo 
Pubblico and Passing o f  the Virgin in the Orato 
ry of Santa Maria della Vita (finished in 1522) 
where it is perfectly parallel to the Raffaellesque 
climate of the culture of Ferrara and Bologna of 
those years, expressing itself in terms equivalent 
in painting to those of a Garofalo and of a Gero- 
lamo da Carpi. After other important works, like 
the four protectors of Bologna in the niches of 
the Voltone del Podesta (1525) and the Resur 
rection  in the left portal of San Petronio (1526), 
in 1432 Lombardi signs and dates the gradine 
with the A doration o f  the Shepherds a n d  o f  the 
M agi and Stories o f  San D om enico  in the famous 
arch of San Domenico. On the occasion of those 
works he must have been fascinated by his dai 
ly relationship with Buonarrotti’s candelabro- 
holder Angelo in the head of San Procolo  now in 
the Fabbriceria of San Petronio,120 initiated in 
1528, he returns, with considerable intelligence,

Alessandro Algardi,
San M ichele Arcangelo, 
bronze. Bologna, 
Municipal Museum.

Giovanni Maria Rossi, 
San M arco  (church, 
iconostasis).
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Giuseppe da Piacenza, 
tabernacle in inlaid marble, 
1619 (church, presbytery).
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to its physiognomic features and its stylistic pe 
culiarities. This seems present, but less effective 
ly, also in the head of the Virgin of the monu 
ment to Ramazzotto de’ Ramazzotti, officer of 
the papal militia who himself ordered the tomb, 
where he was buried in 1539- The Malvezzi doc 
uments show a down payment to the artist in 
1530 and a payment in 1533. Thus, the work is 
parallel to the work for the “area” of San 
Domenico, permeated by a vivacious narrative 
rhythm and by a spontaneity that, also because 
of the diverse nature of the assignment, is not 
found in Ramazzotti’s tomb, where the artists 
even seems to reveal his discomfort in working, 
in the large size, with a material like marble. The 
outlining that is too cleancut, the surfaces that 
are too smooth, the lack of connection between 
the group of the M adonna a n d  Child and the 
lower part of the monument constitute the limits 
of this however important work by Lombardi, 
who according to Vasari, led to Rome by the Car 
dinal Ippolito de’ Medici, was flattered to be able 
to execute the sepulchre of Clement VII in place 
of Bandinelli. But without the protection of the 
cardinal, the project failed and because of these 
setbacks Lombardi “contracted untreatable pes 
tiferous scabies, which little by little consumed 
him.”121
Seventeenth century sculpture was also repre 
sented in San Michele in Bosco by a veiy impor 
tant name: Alessandro Algardi (1598-1654) who 
is in fact the author of the bronze group of San 
M ichele Overcoming the D em on  that was or 
dered by the abbot Taddeo Pepoli and that dur 
ing Malvasia’s time was “ at the head of the very 
noble Library.”122 Currently it is kept in the Mu 
nicipal Museum of Bologna.123 It was one of Al- 
gardi’s late works fused by his pupil Domenico 
Guidi after 1647.124 The work was thus located in 
proximity of two important undertakings by Al 
gardi, the tomb of Leo XI (1644-1652) in San 
Pietro and the marble altar-piece of Leone Mag- 
no a n d  Attila the sketch of which was placed in 
San Pietro for the Holy Year in 1650. Particularly 
with this last work the Bolognese bronze shared 
a condition of classicized Cortonism via the very 
subtle, neo-Hellenistic strong interpretation of 
the example of Guido Reni, who obviously, in 
this case, with the famous Roman painting in 
Santa Maria della Concezione provided Algardi 
with a direct example for this sculpted group. 
Algardi-style sculpture was shortly thereafter im 
itated by Giovanni Maria Rossi for the group to 
be placed “above the middle gate,”125 which con 
nected the two brick partitions and closed the

choir. Curiously the gate has ended up at the en 
trance to the Archiginnasio but Algardi’s copy 
has disappeared. The statues of San Benedetto 
and San Marco in the niches of the partitions, and 
the two of the prophets David and Isaiah seated 
above them are also by Rossi. Four cupids bear 
ing a coat of arms complete the interesting com 
plex, dated 1662,126 by this artist of which nothing 
else is left and who appears to have been an im 
portant personality in the scarce panorama of 
seventeenth century sculpture in Bologna, 
where the most evident figure about halfway 
through the century seeems to be the modest 
Gabriele Brunelli, a student of Algardi. In the 
case of Rossi, too, we are speaking of an acade 
mic moment, that will only be surpassed during 
the next century.127 This brief excursus on the 
sculptures of San Michele in Bosco closes with 
the mysterious Fabrizi Arrigucci who during the 
sixth decade signed the bust of Guercino in the 
Gallery of Bologna.128 Probably of Flemish or 
French origin and of Roman education, he exe 
cuted several works in Bologna that were lost, 
except for the cupids and the decorations in the 
major chapel of San Michele in Bosco, rebuilt in 
1659 by Giovanni Paolo Dottio and frescoed by 
Canuti from 1682 to 1684. It is thus during that 
lapse of time that the intervention by Arrigucci 
may be dated, in which “the cultural descen- 
dence from Rome and Algardi is quite evident.’’129

Notes

* This paper was published in 1971 as part of the volume 
edited by Renzo Renzi. It is reproposed here with the fol 
lowing differences: the part concerning the frescoes in the 
sacristy has been substituted and marked in parentheses, 
and a few new bibliographic entries have been added (al 
so marked by parentheses). As for the sixteenth century 
paintings, the text to refer to is Pittura bolognese del ’500  
(Bologna: 1986) (edited by V. Fortunati Pietrantoni). In par 
ticular, contributions by A.M. Fioravanti Baraldi (on Biagio 
Pupini, Girolamo da Carpi) and by C. Bernardini (on 
Bagnacavallo), with bibliography and illustrations, are sug 
gested.

' Ascoso (C.C. Malvasia), Le Pitture d i B ologna... (Bologna: 
1986). See the edition edited by Andrea Emiliani (Bologna:
1969), whose accurate notes we have often made use of. 
For a summary of the history and art of San Michele in 
Bosco see the fascicule edited by G. Roversi (Bologna: 
1966).
2 Of great interest, due to the fact that we are dealing with 
material that has nearly entirely been lost, are the citations 
of the work of the artist of the fourteenth and fifteenth cen 
turies that result from the Malvezzi manuscript studied by 
Guido Zucchini (L ’arch ig innasio , 1943, pp. 18.70), proba 
bly written by the Olivetan monk around 1775. Among the 
artists mentioned are Cristoforo, Lippo di Dalmasio, Gio 
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vanni di Scandello, Giovanni da Modena, Tommaso (Garel- 
li?), Giacomo Filippo Tealti of Ferrara, Tommaso di Gio 
vanni, Giovanni Martorelli, Michele di Matteo, Giuliano di 
Andrea.
3 Ascoso, p. 328.
4 Malvasia continues: “This painter flourished in 1370, and 
in this small work he made it known that he it was not just 
the Lorenzettis and the Starninis in other places who could 
joke with new pictorial caprices, who could make us see 
and know in moved faces the internal passions of the soul; 
as was already demonstrated, and as you observed, and as 
preached by Vitale.”
3 C.C. Malvasia, Felsina Pittrice, I (Bologna: 1678), sugg.ed. 
Bologna 1841, p. 116.
6 During the same year Aspertini was to have provided all 
of the drawing for the wooden choir, but it was finally done 
by Fra’ Raffaele da Brescia, based on drawings of various 
origins, some coming from Florence, others drawn by Fra’ 
Antonio and by Giovanni Battista from Imola. In 1517 
Bagnacavallo provides the drawings for the figures of San 
Petronio and San Gregorio Magno, that translated in intar 
sia are recognizable in 18 sections that in 1814 were trans 
ferred to the Malvezzi chapel in San Petronio (now of the 
Sacrament). Others were lost and some ended up (two) at 
the British Museum or lodged in two seventeenth century 
confessionals, still in place. Overall, the prevalent themes 
are of architectural perspective and perspective trompe 
l’oeil, in the Renaissance tradition that Lendinara and 
Agostino dei Marchi had known how to exalt at a level that 
is not achieved here, because of the disparate origin of the 
preparatory drawings and the multiplicity of hands that 
translated them into intarsia. See G. Z u c c h i n i ,  pp. 34-37; A. 
Emiliani, notes in Ascoso, note 329:17.
7 Malvasia, I, p. 120.
a Contract in: M. Gualandi, M em orie originali... (Bologna: 
1840-44) s. I p. 59- Successively whitewashed, this decora 
tion was put back into the light in 1842 (Gualandi, III, p. 
197). Restored in 1930, but considerably painted over.
5 Zucchini, 1943, p. 44. Probably ‘David’ in the lunette to the 
right of the entrance wall.
10 G. Zucchini, 1943, p. 29.
“ F. Malaguzzi Valeri, La C biesa e  il Convento d i San  
M ichele in B osco  (Bologna: 1895), p. 38, note 2. Zucchini in 
1534 records: 32 pounds of oil are bought for the altar-piece 
done by Innocenzo (p. 30). Is it the same work or the oth 
er one?
12 The date 1522 was advanced by Buscaroli, La pittura ro- 
m agnola  d e l Q uattrocento (Faenza: 1931), p. 418.
13 Catalogue of the M ostra d i G uido Reni (Bologna: 1954), 
n. 43.
13 P. Lamo, G raticola d i B ologna... (1560) (Bologna: 1844). 
13 G. Vasari, Le vite d e ’ p iu  eccellen tip ittori, scultori, et ar-  
chitettori..., V, ed. G. Milanesi (Firenze: 1880), p. 186.
16 Malvasia, I, p. 119.
17 P. Giordani, Quattro lettere in edite d el G iordan i in tom o  
a d  In n ocen zo  d a  Im ola, published by L. Toldo (Piacenza: 
1881).
18 E. Jacobsen, “I seguaci del Francia e del Costa in Bologna,” 
L ’Arte, 1905. Other information tells us that Innocenza had 
to paint the facade of the church and the windows in 1520 
(Malaguzzi, p. 37) and “in the donnitory the sphere of the 
dock” (Malvasia, p. 119), that still exists in the large corridor, 
a fresco with figures of considerable quality and original in 
vention, that frames the quadrant of the large clock.
19 H. Posse, K onigliche M useum zu  Berlin. D ie G em aldega- 
lerie des Kaiser-Friedrich-M useum s (Berlin: 1913), p. 156; 
R. Longhi, Officina Ferrarese (Firenze: 1956), p. 161.

“ Longhi, p. 161.
21 Vasari, V, p. 183. But Malvasia (I, p. 114) denies Cotigno- 
la’s participation and introduces that of Bagnacavallo.
22 A. Mezzetti, G irolam o d a  Ferrara cletto d a  Carpi (Milan: 
1977), pp. 7-12, 41-42, 53, 66-67.
23 Vasari, VI, p. 474.
24 Malvasia, I, p. 111.
25 A.M. Fioravanti Baraldi, “Girolamo Selleri, detto da 
Carpi,” in the volume Pittura bolognese del '500, I (ed. V. 
Fortunati Pietrantonio) (Bologna: 1986), p. 210.
26 C. Bemardini, “Bartolomeo Ramenghi detto il Bagnacav 
allo,” in the volume Pittura bolognese d e l 5 0 0 ,1, p. 125 and 
p. 146.
27 Longhi, pp. 162 and 165.
28 Vasari, VII, p. 664.
29 P. Barocchi, Vasari pittore (Milan: 1964), p. 18.
30 Barocchi, p. 17.
31 The drawing of the Wicar Museum in Lille is reproduced 
in P. Barocchi, p. 126, n. 15; the drawing of the Uffizi is cit 
ed (n. 1192 E). Barocchi publishes (plate 14) also a prepara 
tory drawing at the Louvre, for “Christ in the Home of Mar 
ta.”
32 Vasari, VII, p. 666.
33 Vasari, VII, p. 666.
34 Ascoso, p. 336.
33 For this painting and other paintings of the mannerist age 
that are cited see the commentary notes by Ascoso in the 
edition edited by A. Emiliani, passim .
36 For an account of Tibaldi’s curriculum, see the long essay 
by Silla Zamboni, “La Cappella Poggi,” in the volume II tem- 
p io  d i San G iacom o M aggiore in B ologna  (Bologna: 1967), 
pp. 147-159. Here Zamboni correctly postulates an associ 
ation between the works of Loreto and those of Bologna, 
and inverts the traditional chronology of works for Poggi, 
placing first those for the chapel in San Giacomo, then 
those for the palace. See J. Winkelmann, “Pellegrino Tibal 
di,” Pittura bolognese d e l 500, II (Bologna: 1986) (ed. by V. 
Fortunati Pietrantonio), pp. 475-541).
37 G. Briganti, II M anierism o e  Pellegrino T ibaldi (Rome: 
1945), p. 82, Fig. 143- For the reference to Tibaldi of “many 
stories in oil” recorded by Ascoso (p. 331), see the relative 
note by A. Emiliani in the edition cited, p. 225.
38 Zucchini, p. 40 (See V. Fortunati Pietrantonio, “Prospero 
Fontana,” in the vol. Pittura bolognese d el '500, I, pp. 339- 
414).
39 For information on this work see the edition by Ascoso, 
edited by A. Emiliani, passim .
40 This date is provided by Zucchini, p. 41.
41 Ascoso, p. 330.
42 G. Grimaldi, Lettera sopra lA rcb icen ob io  d i Monteoliveto 
(Firenze: 1788), p. 54.
43 A. Emiliani, “Fra1 Paolo Novello converso olivetano,” 
P aragone, No. 99, March 1958, pp. 21-33-
44 Emiliani, p. 25.
45 H. Bodmer, Ludovico C arracci, Bug. b. Magd., 1939, p. 
120. Drawings are at Windsor and at the Uffizi Gallery; see 
the Catalogue for the Exhibition of the Disegni dei C arrac 
ci, ed. D. Mahon (Bologna: 1956), Nos. 7-8, p. 25.
46 Malvasia, I, p. 292.
47 G. Giordani, In d icaz ion i storico-artistica delle cose spet- 
tanti a lia  Villa Legatizia d i San M ichele in Bosco... 
(Bologna: 1850), p. 108.
48 F. Arcangeli, “Sugli inizi dei Carracci,” P aragone, No. 79, 
July 1956, pp. 45-46. Donald Posner, in his monograph on 
Annibale, printed by Phaidon Press, considers the fresco to 
have been done by both Ludovico and Annibale. See A. Ot- 
tani Cavina “Il Classicismo,” Proceedings of the talk C.
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Gnudi (Bologna: 1986), Bologna, 1993, pp. 2197-205, 
where the fresco is given back to Annibale based on con 
vincing proof.
49 F. Arcangeli, N atura ed  espressione nell'arte bolognese- 
em ilian a , Cat. of the exhibit (Bologna: 1970), p. 43.
50 F. Arcangeli, “Una gloriosa gara,” Arte A ntica eM od em a , 
Nos. 3-4, 1958.
51 Tiarini's intervention is later, as will be stated further on. 
A payment was made in Bonelli's name in 1606 for an “An- 
nunziata” on the entrance door that is located above the 
dormitory (Zucchini, p. 37).
52 Ascoso, p. 331.
53 Malvasia, I, p. 314.
54 Zucchini, p. 49.
55 C.C. Malvasia, II Claustro d i San M ichele in Bosco... 
(Bologna: 1694). Again published ed. by G. Roversi 
(Bologna: 1985).
*  G. Cavazzoni Zanotti, II Claustro d i San M ichele in B osco  
(Bologna: 1776) (published again in 1847 and in 1880). The 
edition of the first guide by Ascoso, edited by A. Emiliani, 
provides reproductions of the entire cycle through prints, 
integrating those of Giovannini in the Malvasia work with 
other eighteenth century ones removed from the edition by 
Zanotti. Emiliani himself communicates that one of the 
causes of the severe degradation of the paintings must be 
searched for in the humidity provoked by the cistern at the 
center of the cloister. The Fine Arts Service removed the 
surviving paintings. An antique copy, oil on canvas, of the 
fresco by Ludovico representing “San Benedetto Driving 
Away the Devil Lying on a Stone,” is found in a corridor on 
the ground floor, adjacent to the large cloister today of the 
Rizzoli Institute. Various preparatory drawings for the “fres 
coes” are indicated by H. Bodmer, p. 120.
57 See T. Fiori, “La prima attivita bolognese di Alessandro 
Tiarini,” C om m entari, 1957, p. 107. According to Zanotti 
the section remained free because it was destined to Anni 
bale, but when he died in 1609, it was assigned to Tiarini.
58 C. Volpe, “Lucio Massari,” P aragone, No. 71, November 
1955, p. 7; idem, in the cat. M aestri d ella  p ittura d el Sei- 
cento E m iliano  (Bologna: 1959), pp. 84-90. Here Volpe al 
so dealt with Garbieri's profile (pp. 102-105).
59 Ascoso, p. 329.
60 P. Torriti, La G alleria d i P a lazzo  D urazzo  a  G enova , 
1967, p. 180, Figs. 162-163. For more information see the 
comment by A. Emiliani on the guide by Ascoso, note 
3298/10, with ripr.
61 S. Pepper, “Guido Reni's Early Style: His Activity in 
Bologna, 1595-1601,” The Burlington M agazine, August 
1966, pp. 475-476. See S. Pepper, G uido Reni (Novara: 
1988).
62 L. Magnani, “Dipinti e disegno inediti eseguiti dal Tiarini 
per Bologna e Parma,” A urea P arm a , 1936, pp. 54-58; H. 
Bodmer, in Thiem e-Becker, Kunstler-lexicon, Leipzig 1939, 
a d  vocem.
63 M. Calvesi, in the catalogue M aestri d ella  p ittura d e l Sei- 
cento E m iliano  (Bologna: 1959), pp. 74-75.
64 Zucchini, p. 60.
® F. Arcangeli, “Il fratello di Guercino,” Arte A ntica eM o d  
em a , Nos. 13-16, 1961, p. 335.
66 Zucchini, p. 60.
67 Ascoso, pp. 336-337; Malvasia, I, p. 349.
68 Zucchini, p. 60.
69 Ascoso, p. 327.
70 In 1657 (Zucchini (p. 32) records conspicuous down pay 
ments for these works. (See F. Feinblatt, “A.M. Colonna: a 
Profile,” The Burlington M agazine, 1979, pp. 618-630.)
71 For more details see D. Mahon, II Guercino-Disegni, cat 

alogue of the exhibit, Bologna (1968), 1969, No. 174, pp. 
162-163. Reproduced here (plate 174) is a preparatory 
drawing kept at Windsor Castle.
72 See D. Mahon, II Guercino-Dipinti, Catalogue of the Ex 
hibition, Bologna 1968, No. 104, plate 104.
73 Zucchini, pp. 32-33.
74 The document continues with the commitment on the 
part of Santi to do the perspective opposite the door of the 
sacristy; the decorations around the two doors above and 
below the sacristy; cornices, balustrades, columns inside 
and outside the chapels, etc., Bologna, Archivio di Stato, In- 
strumenti e scritture di San Michele in Bosco, 29/2241, No. 
29 (see Vitelli Buscaroli, pp. 86-88). Vitelli Buscaroli be 
lieves that the monochrome painting n. 802 of the Bologna 
Gallery is a small model by Santi for the motif that is above 
the door.
75 Ascoso, p. 327.
76 Malvasia, ed. by A. Arfelli, p. 53.
77 See Vitelli Buscaroli, p. 13.
78 Zanotti, I, p. 141.
79 Vitelli Buscaroli, pp. 87-88.
80 Griseri, p. 36. Griseri indicates two preparatory drawings, 
in the Museum of Truru in Cornwall, for two frescoes by 
Cignani (one reproduced in R. Roli, Id iseg n i italian i delSe- 
icento: scu ole bolognese, toscana, rom ana, m archigiana, 
e  u m bra  (Treviso: 1969, plate 56). A similar sheet is in the 
Christ Church Gallery of Oxford. For other drawings possi 
bly related to these frescoes, see Vitelli Buscaroli, pp. 88-89-
81 Luisa Mortari’s attempt to refer to Canuti, on the basis of 
Titi, the frescoes of the apse of the church of Santa 
Francesca Romana in Rome was correctly refused by 
Schleier in favor of Giovan Angelo Canini, a pupil of 
Domenichino (see E. Schleier, “Inediti di Francesco Cozza,” 
Arte illustrata, Nos. 43-44, 1971, p. 8, note 12), the name of 
which appears in a guide published nearly at the same 
time: K. Noehls, R om a I ’an n o  1663 d i Giov. Battista Mola. 
B reve raccon to delle m iglior opere dA rchitettura, Scultura, 
et Pittura fa t t e  in R om a e  a lcu n e fu o r  d i Rom a descritto d a  
Giov. Battista M ola I ’an n o  1663, p. 139: “The two stories 
painted by fresco lateral to the major altar are by a certain 
Canina Bolognese,” p. 87.
82 Malvasia, p. 18. As noted by Arfelli, the abbot Taddeo Pe- 
poli (c. 1605-1684) protected Canuti and obtained work for 
him in many churches of the Olivetan order, where he was 
General during the years 1651-54 and 1669-72.
83 The attribution of the Benedictine saints to the mono 
chromed paintings above between the fake windows is a 
problem. Always attributed based on Ascoso (1686) to 
Colonna and Mitelli, they were given back to Canuti by Lu- 
ciana Zurzolo (thesis, University of Bologna, 1958, pp. 32- 
33, 60) where what is indicated in the Summary... of the 
Monastery... of San Michele in Bosco, tome I, p. 165 is re 
ported: “Recollection of the contract between the monks of 
San Michele in Bosco and Domenico Canuti, and Domeni 
co Santi Pittori, regarding the painting of the Tribune of the 
major altar of the church, the arches outside of the four 
chapels, with the six paintings of the windows, which 
should have been done by Colonna and Mitelli who were 
forced to go to Spain, and who the monks had promised to 
pay 300 lire for the work.” It is the same sum already paid 
to Colonna and Mitelli (see Zucchini, p. 32). The poor qual 
ity of these figures leaves doubts as to their appurtenance 
to Canuti.
84 See previous note. Also G. Giordani (p. 93), repeats the 
date 1657.
85 Lanzi, p. 116.
86 Giordani, p. 96.
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87 Volpe, 1957, p. 29.
88 Ascoso, p. 326.
89 Crespi, p. 113.
90 Giordani, p. 92.
91 See the Cat. Maestri d e l Seicento Em iliano, n. 2, pp. 20- 
21.
92 Ibid., n. 44, pp. 104-105.
93 See F. Arcangeli, “Una gloriosa gara” I, A rteA ntica eM od- 
em a , No. 3, 1958, tav. 82.
94 See the reproduction of the engraving (the fresco has 
been lost) in the edition of the guide by Ascoso edited by 
A. Emiliani, Fig. 334/7.
95 According to the documentary elements made known by 
Zucchini, this work belongs to the years 1658-60 (Zucchini, 
p. 32). Later, in the painting of the Pallavicini Gallery (see
F. Zeri, La G alleria P allav icin i in R om a  (Florence: 1959), 
p. 70, N. 99, plate 99) Canuti once again brought up the 
subject with greater dramatic intensity. An attempt was 
made to identify the Pallavicino work with that which Mal 
vasia says to have been done in December 1670 ( Vite d i pit- 
tori bolognesi, Appunti inediti, ed. A. Arfelli (Bologna:
1961), pp. 29-30).
96 It is evident that the date 1687 indicated by Luigi Crespi is 
unacceptable, as Canuti died in 1684. The error goes back 
to the Malvezzi manuscripts (see Zucchini, p. 33) unless we 
are dealing with the anonymous related painter bom  in 
1620, who L. Crespi confused with ours (Arfelli, in his com 
ment on Malvasia, Vite d ip ittor i bolognesi, pp. 9 and 13).
97 The quadratura by Mengazzino visibly instead defers to 
the conception by Agostino Mitelli.
98 E. Feinblatt, “The Roman Work of D.M. Canuti,” The Art. 
Quarterly, 1952, p. 61. Between March and June 1669 
Gaulli sojourns in Parma and he could not have visited 
Canuti at work on the bridges of Palazzo Pepoli. Ivanoffs 
hypthesis (“Un profilo di Ludoico Dorigny,” Arte A ntica e  
M odem a, No. 22, 1963, pp. 144-145) seems to be good to 
me, where he says that Dorigny used the Pepoli ceiling for 
certain solutions of his ceilings of Venetian villas.
99 The ceiling of the “sala” of the Palazzo Calzolari in 
Bologna (Via Galliera 14) where the quadratura is also by 
Mengazzino, should probably be placed between the Pe 
poli ceiling, before Canuti’s return to Rome in 1672 (two let 
ters from Rome, in July of that year, are cited by L. Crespi, 
p. 116). In December 1671 he was still in Bologna, because 
he exposed under the portico of San Pietro the “Passing of 
San Benedetto,” which is now in the nearby Gallery (see 
Malvasia, Vite d i pittori bolognesi, p. 22).
100 Again in Feinblatt, 1952, pp. 5-6.
101 In G. Bottari, S. Ticozzi, R accolta d i lettere sulla pittura, 
scultura ed  architettura, II (Milano: 1822), pp. 492-493.
102 The date, provided by L. Crespi (p. 116) is confirmed in 
the contract, stipulated only on December 1, 1677 (com 
pared with note 105).
103 Crespi, p. 117.
103 Giordani, pp. 115-116.
105 D ella pittura della  libreria d e l m onastero d i S. M ichele in 
B osco d i B ologn a d e ’ PP. Olivetani (Bologna: 1681). The 
abbot Pepoli stipulated the contract with Canuti and Haffn- 
er, on December 1, 1677 (published in F. Malaguzzi Valeri, 
La ch iesa  e  il convento d i S. M ichele in B osco in  B ologn a  
(Bologna: 1895), pp. 77-80; an extract was already pub 
lished in G. Fantuzzi, Notizie degli Scrittori Bolognesi, VI 
(Bologna: 1786), pp. 358-62.)
106 A. Arfelli, in Malvasia, p. 17, n. 12.
107 Giordani, p. 119.
108 Anonymous, Jo u rn a l d ’un Voyage q u e  j ’ay  f a i t  en  Italie  
en  1713, ms. 3210, Bibliotheque Arsenale de Paris (in A.

Sorbelli, B ologn a negli scrittori stranieri, V (Bologna: 
1933), pp. 259-260).
109 Giordani, p. 118.
1.0 Crespi, p. 117.
1.1 Calvesi, in the catalogue Maestri... d el Seicento Emiliano, 
p. 157. This helps to refuse the devaluation that Ebria Fein 
blatt made of the late Bolognese activity of Canuti (p. 58); 
“They are obviously later works in which the painter’s for 
mer energy has slackened, and credible movements con 
verted to a certain extent into pose, a part of this being due 
to the use of a few figures against a shallow sky, a type of 
scheme much employed by Colonna...; his last effort in the 
cupola of S. Michele is confused.”
112 Zucchini, p. 33.
113 During this year ( ib idem ) the monks support the painter 
and his children while they copy Renis’ fresco. The paint 
ing, within an elegant scroll, has this written out: “HOC IVS- 
SIT PRATVS, FECITQVE COLORE VLANVS. VT RHENIO ET 
RHENO REDDAT VTERQ. DECVS. A. D. MDCLXXXIX."
113 Information on Giovanni Maria Viani may be found in G. 
Zanotti, I, passim , and in L. Crespi, pp. 159-164. (Now see
G. Foglia, G. Morganti, “G.M. Viani,” P aragone, No. 345, 
1978, pp. 45-53).
113 Zucchini, p. 33.
116 Zucchini, p. 50.
1,7 Zucchini, p. 33.
118 Payment and identification of the author in G. Zucchini, 
“Un’opera inedita di Jacopo della Quercia,” Arte mediter- 
ranea, July-August 1949, p. 14 ff. See also A.M. Matteucci, 
La “p orta  m agn a ” d i San Petronio in B ologna  (Bologna:
1970), p. 53 (with other bibliography).
119 See A.M. Matteucci, in the volume II Tempio d i San G ia 
com o M aggiore in B ologn a  (Bologna: 1967), pp. 74 and 81, 
note 5, Fig. 24.
120 See M. Fanti, “II ‘San Procolo’ della Fabbriceria di San 
Petronio in Bologna,” Arte A ntica e  M odem a, No. 6, 1959, 
opp. 183-190, plates 90 a, b.
121 Vasari, V, p. 91. On the chronology of the activity of Al 
fonso Lombardi, see A. Venturi, Storia d e ll’Arte Italiana, X, 
La scultura d el C inquecento  (Milano: 1935), pp. 575-601. 
Now see A. Gramaccini, Alfonso L om bard i (Berne-Frank- 
furt: 1980).
122 Ascoso, p. 327.
123 P. Ducati, G uida d el M useo Civico d i B ologna  (Bologna: 
1923), pp. 203-204, n ripr.
123 See the Cat. Bronzetti d el R inascim ento  (ed. A. Santan- 
gelo and J. Pope-Hennessy) (Florence: 1962), No. 182. See 
also A. Mezzetti, in the Cat. (Bologna: 1962), p. 351. See 
now J. Montagu, Alessandro Algardi (New Haven-London: 
1985).
125 Ascoso, p. 327.
126 Zucchini, p. 36. It is a payment to Rossi dated l6 6 l (idem, 
p. 32), for seven heads sculpted for the renewal of the 
chapel of the Crucifix. Now see E. Riccomini, Ordine e  
vaghezza. La scultura in Em ilia in eta  barocca  (Bologna:
1972), pp. 79-80.
127 See E. Riccomini, “Un busto di Agostino Corsini ed altre 
cose,” Arte A ntica e  M odem a, No. 22, 1963, p. 159.
128 See E. Riccomini, in the Cat. of the (Bologna: 1968), n.
106, pp. 218-220.
129 Ibid. p. 220.
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The small gallery at the 
entrance to the hospital.

1882 - 1896 : T h e  H is t o r y  o f  t h e  B u il d in g  
o f  t h e  H o s pit a l  t h r o u g h  

t h e  Ar c h iv e s  o f  t h e  P r o v in c e

Lorenzo Lorenzini

P
rof. Francesco Rizzoli’s will ratified the 
birth of an orthopaedic hospital in his 
name, which was already conceived of at 
least in terms of a constitution before his death 
in 1880. It is the Province of Bologna that must 

plan and found the organism, and in deliberat 
ing the Organizational Constitution of 1882 it ful 
ly and officially accepts the burdensome task. 
The choice of the ex-monastery of San Michele 
in Bosco, an illustrious and far-off edifice with a 
noble past is supported by the great totally pos- 
itivistic far-sightedness of its benefactor who is 
not just thinking of an institution for charity to 
benefit the suffering, but one aimed at the 
progress a n d  the advan tage o f  Science, as well 
as the h on or o f  the country, the city and the N a 
tion. 1 A condition necessary for the plan to be 
put into effect is the preservation and complete 
restoration of the so-called monumental area: 
the church, the nocturnal choir, the sacristy, the 
octagonal cloister, the Olivetan library, as well as 
any frescoes that happened to be located out 
side of this nucleus, and the great corridors or 
galleries that led into the chambers. Although 
easy to understand from a general point of view, 
the criteria that led to the monumentalization of 
this part of the complex still escapes us. In fact, 
the protective restriction that was so meticulous 
that it prohibited any work being done that 
might have compromised the preservation of the 
complex, although certain adaptations were in 
evitable, does not seem to take into considera 
tion the Vasarian refectory and the bell tower; 
the former will be “rediscovered” about ten 
years later, while the second in 1881 is the object 
of a verification as to whether or not it is perti 
nent to the monumental zone. In 1882, with the 
deed of purchase of the monastery, also stipu 

lated is the agreement with the Ministry of Pub 
lic Education (which at that time was the author 
ity on historical-artistic property) with which the 
restriction is made official, and it is repeated that 
any intervention to that portion of the building 
must be approved by the Minister himself. The 
first discussions on cost, as well as non-decisive 
interventions to some of the structures in a pre 
carious state of preservation, go back to these 
dates. Roofs, gutters, window- and door-frames, 
floors are repaired; and even the Carracci clois 
ter considered to be in very poor condition, ex 
cept for the substitution of several sandstone 
balustrades, undergoes routine maintenance 
work, including covering the balustrade during 
the cold winter.2 The bell tower is definitively an 
nexed to the wing of historical-artistic interest; 
during the period in which San Michele was Vil 
la Reale, its cusp was destroyed to create a look 
out site and to raise the national flag so that it 
could be seen from the city. At first, the copious 
infiltration of water caused by access to the ter 
race was repaired, and as the bell tower could be 
used to survey the work being done, several 
more years went by before the antique roofing 
was completely repaired.
In 1885 the first organic project of the or 
thopaedic institute was drafted, and during that 
same year the work actually began. Plans for 
restoration, studied and estimated the year be 
fore, were definitely distinct from the work of a 
sanitary type. This separation was also respect 
ed in the physical space of the edifice where, in 
compliance with hygienic-sanitary laws, the 
route that traverses the area of artistic interest is 
diversified from the rest of the hospital. The 
“museum” portion that by constitution was to 
remain open to the public, was compactly ag-
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gregated around the church, with the exception 
of the Olivetan library. The slight decentraliza 
tion of these areas was solved by roofing-over 
the terrace and a series of rooms for utilities, in 
cluding the home of the custodian. Thereafter, 
between 1890 and 1892, the panoramic road 
was built, and a specific itinerary for visitors was 
also created on the outside. The new road led 
from the beginning of the driveway to the 
monastery, now the main entrance to the hospi 
tal, as far as the church courtyard and winding 
around the side of the hill in a suggestive prom 
enade. The off-limits area along this part of the 
edifice containing hospital areas was guaran 
teed in 1893 with the addition of iron gates man 
ufactured by Raffaele Maccaferri,3 and assem 
bled on columns with bases and capitals pro 
vided by the stone-cutter Giuseppe Bernardi.4 
During those same years the dispute with Count 
Revedin also took place, regarding his right of 
way on the sourthern side of his property. At the 
same time the restitution of the “very lovely hill

of San Michele in Bosco” to the Bolognese peo 
ple was completed by delimiting the square 
with a view of the city by a balustrade. In 1891 
the modeller-decorator Agostino Trebbi provid 
ed a plaster model of the small columns that are 
made in Vergato stone, or white sandstone by 
Bernardi using a hammer along the shafts and a 
chisel in the leaved capitals as was clearly spec 
ified in the contract.5
The Ministry approved the work and delegated 
Prof. Giuseppe Modonesi to represent the Com- 
m issione C onsultivapei M onum enti d ’Arte e  An- 
tichitd. The Provincial Administration nominat 
ed Luigi Samoggio to direct the restoration of the 
painting, and Tito Azzolini for the architectural 
part. The work was assigned to the contractor 
Vito Roncovassaglia, and began with the urgent 
reconstruction of the roof of the sacristy and the 
removal of the cumbersome system of props 
and beams located internally to keep the vault 
from collapsing.6
During the year 1886 work on the sacristy was
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completed, while for the year that followed the 
archives have very few documents, and only 
ones that refer to work done of little importance. 
At the beginning of 1888 Tito Azzolini began 
work on the actual building, and Luigi Samoggia 
began to restore the paintings. On May 6 the 
paintings in the library had been fully restored, 
while the inside of the church was touched up 
without changing the tones originally used, after 
a consistent amount of work had been done to 
the roof and walls of the chapel of Santa 
Francesca Romana, to the outside portico, as 
well as to the cornices of the apse, and the 
transept of the presbytery. Clemente Nobile pro 
vided the windows for the facade and, based on 
a drawing by Azzolini, the door of the church 
made of oak, on which maintenance work had 
already been done in 1990 as the veneer was too 
thin.7 On March 7 reconstruction of the bell tow 
er, again based on a project by Azzolini, was fi 
nally authorized. In the meantime, between May
1888 and January 1889, the restoration work was 
forced to stop because of the Esposizione Emil- 
ian a  held in the few rooms that had been re 
stored, in the cloisters, in the galleries, as well as 
in the make-shift pavilions set up for the occa 
sion and removed immediately after the work 
was resumed.8 After this interruption, in 1890 the 
bell tower and work that had not been foreseen 
in the apsidal part of the church, in the sacristy 
and at the base of the bell tower itself was com 
pleted. Under Azzolini’s direction several parts 
of the architectural decoration such as capitals, 
cornices and moulding in stone both outside 
and inside were substituted, and in November
1889 work on the octagonal cloister was fin 
ished, where, in addition to the roof and floor 
being done over, balustrades, bases, and capitals 
in stone were substituted. In the project dated 
1888, as in successive ones, work related to the 
hospital was drafted by an expert in health engi 
neering, the Milanese architect Giovanni Giachi, 
aided during this phase by Dr. Gaetano Pini. In 
their report, included with the project, the two 
technicians had this to say about the clause safe 
guarding the monumental part: “Although these 
conditions restrict the project with the afore 
mentioned purpose, they leave to the citizen a 
true monument of art that will scrupulously have 
to be preserved.”9 Because of restrictions the 
two experts destined only a few hospital ser 
vices to the ex-monastery, while most of the 
structure would have had to be constituted by 
pavilions built external to the edifice. In 1887 the 
administration realized that the funds available
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were not sufficient to cover the cost of the pro 
ject, and Giachi and Pini were asked to come up 
with a second project, bringing the hospital back 
into the building. Of the first proposal only the 
construction of a pavilion for contagious pa 
tients remained, deliberated on November 11, 
1889.10 The engineer employed by the province 
Eugenio Bernardoni directed the work, letting it 
out on contract to Clemente Gallotti, who began 
construction work in January 1890 and complet 
ed it in June 1891."
Nonetheless, this second project, too, inevitably 
restricted by the work done up until then was 
soon put aside by the new provincial deputa 
tion, the ideas of which differed from those of 
Giuseppe Bacchelli, who had been president 
since the end of 1888. The renewed administra 
tion re-elaborated the third project approved in 
1892, and put into effect despite the previous 
work done. Several documents dated 1891 read 
that Giachi and the heirs of Dr. Pini, who in the 
meantime had died, will be paid in full for the 
studies done up until that time in different per 
centages depending on the actual execution and 
the typology of the work. The same document 
provides previous information on the role of 
outside technicians responsible for the planning 
in all of its executive details, while the Provincial 
Administration is responsible for the develop 
ment and assessment, as well as for the final 
product and the settlement.12 Credit must go to 
this provincial deputation, proudly praised by 
President Bacchelli in the Report of 1895, for 
having seen to the restoration of several frescoes 
that re-emerged during the long and mostly vain 
search conducted under the plaster, but above 
all for having seen to the restoration of the for 
gotten Vasarian refectory. The work was direct 
ed by Alfonso Rubbiani, who proposed Achille 
Casanova for the pictorial aspect, aided by 
Alessandro Scorzoni and Antonio Faccioli. It is 
also important to remember the plan, that was 
never accomplished, to place the three paintings 
by Giorgio Vasari on the wall for which they had 
been done.13 The area was completed in 1893 
with the reconstruction of the wooden panels in 
walnut by the carpenter Giovanni Pinghini, 
based on a drawing by Rubbiani himself.14 
The Report of 1892 provides a great deal of in 
formation on the new project, which was also 
assigned to Giachi with the support of Prof. 
Pietro Panzeri, the director of the Istituto d ei 
R achitici in Milan, and the need to have paying 
patients is remarked with a careful calculation of 
income, expenses, and the cost of managing the

future hospital. The calculation of the square 
meters of the rooms to be heated amounting to 
14,700 square meters is curious: “That which in 
a hospital is a simple service corridor, just wide 
enough, here is a monumental gallery, 153 me 
ters long, 5.62 meters wide, 8 meters high, for a 
total 6,400 square meters.”15 The new project, 
that took into acccount work already undertak 
en, was particularly innovative not only because 
of the quality and the modernness of the essen 
tial services, but also because of their location 
within the edifice, that were studied to be as ef 
ficient as possible. The kitchens were moved to 
the west wing of the second courtyard, a more 
central position as compared to before, and 
therefore capable of more quickly serving the 
entire hospital, with the help of two elevators. 
The operating room was also moved to the wing 
between the two cloisters so that bathrooms 
could be annexed. The Schools were introduced, 
a sort of an ti litteram  Day-Hospital to welcome 
children whose hospitalization was limited to 
the amount of time required for m edical exercise 
or for the use of special equipment. Based on 
what had already been done in several institutes 
in Genoa, Milan and Turin for their young pa 
tients, the idea of a coercive education was put 
aside, for a place where it was serenely possible 
to “learn a few elementary and useful notions.”16 
As use of the edifice became more rational, the 
number of rooms for paying patients, so-called 
dozzin an ti, increased, the weight of which was 
important in the administrative budget.17 Thus, 
1892 marked the beginning of the work, saluted 
by a short article in a specialized journal entitled 
L ’Ingegneria S an itaria  in which the technical- 
scientific primacy of the hospital was forecasted, 
and confirming the excellent choice of the two 
technicians.18 In June 1892 Giachi wrote to the 
Administration that he wanted to complete all of 
the building work within the summer, and make 
all of the necessary installments so that they 
could be finished in detail before the spring, as 
delicate parts such as engines or faucets could 
be ruined if left inactive during the winter 
months.19 Therefore, between 1892 and 1893 Gi 
achi planned and followed the installation of the 
“special” equipment that would make Rizzoli in 
to a technically advanced institution, the innov 
ative level of which was based on careful studies 
conducted on hospital institutions throughout 
Europe. Steam heating, electrical lighting, tele 
phones and bells for internal communication, 
kitchen and laundry services, as well as medical 
services such as the orthopaedic shop, the oper-
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Turkish bath 
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Showers, marble bathtubs 
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ating room, the Turkish baths, the scientific con 
sulting rooms, and the exercise room were con 
ceived and put into effect based on very modern 
and in some cases absolutely avant garde crite 
ria. Nonetheless, this pioneer spirit needed to be 
justified as, and this was subtly expressed in the 
correspondance between the architect and the 
Administration. When between 1891 and 1892 
Giachi worked on the lighting system, in the re 
port that accompanied the cost estimate, the 
avant garde choice of electricity was empha 
sized by using these words: “Of all of the various 
means of illumination, electrical illumination has 
rapidly developed over recent years, and it 
seems to increase in importance.”20 The rapidity 
with which this new source of energy evolved 
left no doubts as to its practicality and safety as 
compared to gas, and the designer was soon 
forced to increase the number and the power of 
the bulbs in the rooms used by the paying pa 
tients. The plant included a 500 candle bulb in 
the operating room, and in the gymnasium, and 
200 bulbs of 10 candles each in the other rooms. 
The work was assigned at the end of 1892 to the 
Milanese company Guzzi and Ravizza, while the 
steam generator was included in the project for 
the heating plant the execution of which was as 
signed to the Koerting brothers. It is interesting 
to note that this generator should also have pro 
duced enough steam to run the pumps for the 
distribution of water.21 While the work was being 
done it also became more evident that the hos 
pital could not remain paralyzed because of a 
breakdown or as a result of work being done. 
Thus, alternative solutions were studied, such as 
the use of the well of the ex-monastery at the 
same time as the water piped up from the Setta 
torrent, or the installation of gas flames in strate 
gic places to be used if electricity was interrupt 
ed. With a surprisingly modern spirit aimed at 
saving energy, several services of daily use such 
as the sterilizers in the operating room, and the 
hot water in the bathrooms or the laundry, were 
detached from the steam generator for heating, 
which was further supported by gas stoves 
where a constant temperature was required 
even when the general heating systems were 
shut down.22 At the same time the Calzoni com 
pany in Bologna began to set up the running wa 
ter system the tanks of which were placed above 
the large staircase aided by a strong walled rein 
forcement: Giachi’s drawings of this dated 1892 
can still be seen.23 The essential problem of wa 
ter supply was solved during this phase, a prob 
lem that had been studied and verified over the

years. As it was impossible to count solely on the 
well and on the cisterns that collected water 
from the rooves, a conduit activated by hy 
draulic pumps that drew water from the Setta 
torrente as far as the institute,was put into ef 
fect.24 Work on the operating room  was done 
during the same year, a room that was located in 
the part of the building between the two court 
yards, and enlarged by the building of the octag 
onal amphitheater that avanced in the first. 
Panzero and Giachi made use of the experience 
of similar places, tested and in use at the hospi 
tals of Berne, Munich, and Wurzburg.25 As previ 
ously mentioned, the kitchens were located on 
the ground floor under the Olivetan library, in 
stalled by the Besana company, that provided a 
kitchen range with two burners, ovens for 
roasts, a steak-plate, dish-warmers, and two pots 
with faucets that could hold up to 200 liters, plus 
a third pot of the same capacity. The pots made 
of nickel were kept inside glass and metal clos 
ets for the best possible hygiene, and so that 
they could quickly be inspected. Rooms for food 
and fuel supplies were annexed, as were the fu 
turistic elevators first run on October 30, 1893 by 
the builder, the engineer Stigler.26 
The idea of installing a laundry was supported 
by the fact that at that time even small German 
hospitals had their own, in order to avoid mixing 
hospital laundry with that of other clients. The 
room with its equipment, for which the drawing 
by an architect exists, was set up by the Folli 
company of Milan, with a “patented American 
Hamilton-Smith” system. The laundry included a 
machine capable of washing 50 kg of dirty laun 
dry, a hydroextractor capable of centrifugating 
25 kg of wet laundry, a dryer with 12 frames 
measuring 250 x 200 cm, and a hoist. The com 
pany guaranteed disinfection and bleaching, 
and it would provide special procedures to deal 
with blood, acid, and vegetal stains.27 In the 
meantime the architect Giachi planned the Turk 
ish-Russian bath  locating it with the show er and 
hydrotherapy equipment, in the part of the 
building located to the right of the main en 
trance. A jewel of perfect medical functioniong 
and technical skill, the bath, that must have been 
one of the most suggestive places in the entire 
hospital, was probably the architect’s work of 
art. An example of the taste heavily implied in 
late nineteenth century eclecticism, it had an ar 
chitectural shape and a neo-Pompeiian decora 
tion; what remains of the structure is the special 
plant and a part of the marble coating. The vaults 
of the ceiling were frescoed by the Florentine
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Bedroom for paying 
patients (Cassarini 
Album, 1896).

Children’s ward (Cassarini 
Album, 1896).

Ubaldo Talleri while the walls decorated with 
small apses with shell-shaped fountains were 
encrusted with yellow marble from Siena and 
green cipollin from Frabosa. One of the many 
controversies that accompanied the building of 
the hospital was that regarding the luxury of the 
bath, certainly in contrast with the functional rig 
or of most of the institute. The marbles and the 
frescoes, nonetheless, did not influence the 
function of the bath, on which the architect 
wrote detailed letters, dealing with the smallest 
details, with a care not shown for the other parts 
of the building: long letters accompany the 
choice of the tiles, the choice of marble floors for 
the calidariu m , the tepidarium  and massage 
area, Venetian flooring for the corridors, rest 
rooms and changing rooms while for the show 
ers he chose p laster cem ent flooring.28 The pool, 
totally lined with white marble from Carrara, 
was dug in 1892, while installment of the heating 
system was assigned to the Koerting company in 
1893- During the same year the marble-makers 
Davide and Telesforo Venturi were paid for the 
washbasins and the furnishings of the operating 
room, as well as for tubs for the bathrooms de 
livered in 1891.29 Again during that year the com 
pany Cappelli and Musiani completed the paint 
ing of the entire external part of the building 
while the Milanese Confalonieri delivered the 
window- and door-frames that were made ex  
novo based on a drawing by Giachi.30 In particu 
lar, the inside doors of the ground floor, the large 
curved window- and door- frames in the atrium 
and in the openings overlooking the colonnade 
of the courtyards, as well as the iron and glass 
frames of the same were all installed.31 
On October 12, 1893 an engineer named 
Brunelli and the architect Giachi inspected the 
steam heating system with its three burners lo 
cated underground, while on the thirty-first of 
the same month they inspected the hot water 
distribution. Everything seemed to correspond 
to the agreement made in the initial contract; the 
only problem was that of the noise made by the 
tanks, that the company promised to remedy as 
soon as possible. On this occasion, it was ob 
served that water came out at a temperature of 
40 degrees even from the most distant wash 
basins.32 Testing of the electrical system would 
have to wait until 1896.33
At the end of 1893, mostly iron or iron and glass 
furniture, such as wardrobes and tables in the 
operating room, was provided.34 The material 
used was chosen for hygienic more than finan 
cial reasons, even if the rooms of the d ozzin an -

ti had nicer furniture. The patients who paid to 
be hospitalized were accomodated in rooms in 
which only the bed and night-table were made 
of iron while the rest of the furniture, made up of 
a closet with a mirror, a dressing table and a 
common table, were made of walnut. The order 
was made to the carpenter Pinghini, who built 
the church chairs for the Vasarian refectory, and 
who also provided basin-holders, chairs, and 
armchairs. The documentation found in the 
archives and the photographs reveal environ 
ments of great sobriety and of deliberate domes 
tic taste, reflecting the taste that dominated the 
epoch, in particular, how bourgeois homes were 
decorated. For the other rooms, including those 
of the staff, the furniture comprised beds, night- 
tables and iron chairs. Of a different tenor, as 
previously emphasized, was the Turkish bath 
where photographs show seats with bow-legs 
depicting the style typical of the so-called Em 
pire period. Even the marble “tubs” that were 
placed in all of the bathrooms, including those 
of the children and of the “free patients,” with 
fake ringed handles scuplted on the sides were, 
in line with the typologies of the early nine 
teenth centuiy. In perfect harmony with the fur 
niture of this part of the century was instead that 
with a “dark finish” made by the cabinet-maker 
Francesco Nardini for the scientific consulting 
rooms where circular tables and chairs did not 
reveal previous styles, rather they were enriched 
with mouldings, cornices and shaped feet. The 
Nobili carpentry shop in 1893 laid the larch floor 
in the bedroom of the director and of the 
wardrobe, and thirty-one pine closets were also 
made.35 The Schools w ere  furnished with bench 
es and desks in three sizes, a teacher’s desk and 
a blackboard provided by the Pinghini carpentry 
shop, while in the refectories the furnishings 
were made of iron.36 In 1895 chairs, clothes 
hangers and fireplace armchairs with footstools 
were bought from the Viennese company 
Thonet,37 probably for use in the rooms of the 
managerial staff or in the meeting room of the 
paying patients. For these rooms, that respond 
ed to veiy different needs, in April 1894 Pio Sal- 
dati was paid to p a in t six living rooms in the 
dozzin an ti ward38 where the pool table with 
cues, scoreboard, and ivory balls bought from 
Angelo Zamboni in 1896 was probably located.39 
Tire cornices, bases in fake marble, fake wood 
and stamping in two colors painted by the 
Capelli and Musiani company that also provided 
tapestry and wallpaper were certainly destined 
to be used in the passageways or living rooms.
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In the Report of 1895, it was affirmed that the two 
categories of patients would be treated differ 
ently in terms of the quality of the general ser 
vices and the furnishings, but that there would 
never be any disparity as far as treatment and hy 
giene were concerned.40 Even the linen was 
qualitatively different for each of the two 
groups, linen sheets and terry cloth towels for 
the paying patients, and linen and towels of 
modest - hemp and cotton for the non-paying 
ones. The Frette company furnished the hospital 
in 1896, and nightgowns, aprons, “bibs” for chil 
dren, tablecloths, napkins, and dishtowels, knit 
ted bedspreads, and wool blankets were also 
bought.41 And these were just the final details of 
a job that had lasted more than a decade, and the 
hospital was officially inaugurated on June 28, 
1896. In its July issue of that same year L ’lngeg- 
n eria S an itaria  dedicated an article to the event 
publishing parts of the inaugural speech by Bac- 
chelli, as well as the plants of the institute. It is 
unexplainable why the hospital, considered by 
this same authoritative journal “the most impor 
tant and complete hospital in Europe” was dealt 
with so briefly. And despite the promise to at 
least deal with the the operating rooms in an 
other issue, in none of the years that follow was 
Rizzoli even mentioned.42
At this point it is necessary to spend a few words 
on the gallery that monumentalizes the entrance 
to the ex-monastery, which is now the main ac 
cess to the hospital. The only mention in the 
archives is that in 1893 the stone-cutter Bernardi 
was doing work in Vergato stone for the door.43 
More information is instead found in the Report 
of 1895 where, in addition to the name of Emilio 
Boselli the author of the project, we learn that 
the provincial deputation took at least one year 
to decide whether or not to provide the building 
with such an “appendix.”44 The drawing, with 
the blessing of Azzolini, Panzacchi, and Rub- 
biani, is thereafter approved of in the name of a 
neo-sixteenth century recovery, convincingly 
based on the image of that small gallery brought 
back to light during the work done in that area 
of the edifice, and clearly delineated in the rep 
resentation of the monastery in one of the fres 
coes of the Vasarian refectory. Thus, the institute 
was inaugurated with all of the official approval, 
including the participation, however marginal, 
of Rubbiani, the promoter of that Medieval and 
Renaissance interest that characterized Bologna 
at the end of the century. And that cultural cli 
mate certainly influenced the technical choices 
and restoration of the ex-monastery, particularly
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during the period in which Bacchelli was run 
ning the provincial administration. And the Re 
port of 1895 was very persuasive when it de 
scribed the difficult but often unproductive 
search for the vestige “of San Michele in Bosco 
in the beautiful times of our art.”45 
During 1896 and 1897 the Provincial Administra 
tion continued to pay the companies and vari 
ous workers for jobs already done.46 During 
those two years the only work of some impor 
tance was the planning and building of a house 
for the gardener, in which an apartment for the 
mechanic was also obtained.47 On May 8, 1897 
the photographer Cassarini was paid for 244 
photographs of the hospital divided among the 
architect Giachi, the National Museum of Hy 
giene, and the Exhibit in Genova.18 
In 1896 Giovanni Giachi manifested to the dep 
utation his intention to publish a technical 
monograph on the work done at Rizzoli, and 
thus asked that the plants of the institute be pub 
lished.49 We do not know what path the initiative 
took, but in 1899 a suit was filed between the ar 
chitect and the administration regarding the 
amount due for the project. Initially, a fee equal 
to 4% of the total cost of the work had been 
agreed on, but it was observed that not all of the 
work done on the hospital had been done by Gi 
achi alone. In truth only a part of the work was 
submitted by Bacchelli to the architect for his 
opinion, while he was totally extraneous to or 
only marginally consulted for other work done 
(for example, his position concerning the furni 
ture was limited to an opinion on several sam 
ples). To solve the unfortunate controversy the 
administration proposed that the amount initial 
ly established be paid only for the work actually 
planned and followed by the architect, while mi 
nor fees would be paid for his consulting. The 
documents in the archives do not seem to fully 
clarify the solution to the dispute, but it is pre 
sumed that Giachi accepted the conditions im 
posed by Bacchelli.50 And with this episode, the 
documentation of the “Rizzoli Company” also 
closes, contained in nine thick envelopes rich in 
extremely interesting documents, reconstructing 
the economic management of a public organ 
like the province of Bologna, and providing a 
history of technique.
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Notes

* Abbreviations:
- AUTPBO = Archives of the Tecnical Office of the Province 
of Bologna
- Relazione 1892 = The Rizzoli Orthopaedic Institute in S. 
Michele in Bosco, Report of the deputation to the Provincial 
Administration of Bologna (Bologna: Regia Tipografia, 
1892)
- Relazione 1895 = The Rizzoli Orthopaedic Institute in S. 
Michele in Bosco, Report of the deputation to the Provincial 
Administration of Bologna (Bologna: Regia Tipografia, 
1895)

1 R elazion e  1895, p. 11
2 AUTPBO, Azienda Rizzoli, Titolo 4, Rubrica 9, Busta 2.
3 AUTPBO. Azienda Rizzoli, Titolo 4, Rubrica 9, Busta 5.
' AUTPBO, Azienda Rizzoli, Titolo 4, Rubrica 9, Busta 6.
3 AUTPBO, Azienda Rizzoli, Titolo 4, Rubrica 9, Busta 3.
" AUTPBO, Azienda Rizzoli, Titolo 4, Rubrica 9, Busta 1.
7 AUTPBO, Azienda Rizzoli, Titolo 4, Rubrica 9, Busta 2.
8 AUTPBO, Azienda Rizzoli, Titolo 4, Rubrica 9, Busta 3; see 
also the essay by G. Roversi, Assedi, conviti, feste, pap i, 
sovrani, scrittori: le v icen de d e l luogo d a l sec. XVIII a l  XIX, 
pp. 146-150.
9 P rogettoper I'impianto d e l l’Istituto Ortopedico R izzoli nel- 
I ’ex  Villa R eale d i S. M ichele in Bosco. R elazione, AUTPBO, 
Azienda Rizzoli, Titolo 4, Rubrica 9, Busta 1.
10 AUTPBO, Azienda Rizzoli, Titolo 4, Rubrica 9, Busta 2.
11 AUTPBO, Azienda Rizzoli, Titolo 4, Rubrica 9, Busta 3.
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T h e  G r a n d  H is t o r y  o f  t h e  R iz z o l i  
O r t h o pa e d ic  In s t it u t e

Francesco Delitala

Vittorio Putti demonstrates
a surgical finding
to Sir Robert Jones during
an operation performed
on the occasion of
the International Meeting
of 1924.

hen a century ago the great surgeon 
and philanthropist Francesco Rizzoli 
got the idea to donate his immense 

patrimony accumulated by working as a sur 
geon to found an orthopaedic institute, the 
health conditions of the Italian people, we might 
add of people all over the world, were very sad 
indeed, enough to move to tears he who, be 
cause of his generous heart, was forced to live 
admist all of this misery.
The great epidemics had not as yet been defeat 
ed; vaccinations could only be administered for 
smallpox; malaria, pellagra, rickets, tuberculo 
sis, syphilis reigned, and nothing could be done 
to treat acute infections, such as osteomyelitis or 
paralysis caused by poliomyelitis.
Just imagine the desolate picture of hospitals 
that could not accomodate but a small part of 
those who were ill, and that did not have ratio 
nal treatment. It was a time of blood-letting, 
poultices, and the strangest pharmaceutical con 
coctions; in short, it was a time of quackery. 
Surgery was limited to the external treatment of 
fractures and dislocations, osteoclasis, forced 
correction, and anyone who dared use a scalpel 
to open a belly or a chest encountered dangers 
of every sort, and even the death of the patient. 
At the doors of hospitals and outside churches 
beggars and their stumps, spectral consump 
tives, mothers nursing babies covered in rags 
could all be seen; the richest cities tried to solve 
such poverty by founding seaside institutions for 
the poor that were really make-shift camps with 
tents or wooden barracks; those who were in 
danger of contracting tuberculosis and those 
with rickets were welcomed to breathe the air 
that was rich in iodine, and so that they could be 
adequately nourished. The most pompous were

called marine hospitals and you could count the 
number of them on the fingers of your hands.
It is not necessary to know which were first and 
which were second; they arose in Florence, Pisa, 
Naples, and Venice, and they constituted the nu 
cleus of future orthopaedic institutes.
Sixty years ago, when they were fully active, I 
visited several of them: the one in Venice, at the 
Lido, the one in Alghero, Sardinia. There was a 
numerous nursing staff, but very few doctors; 
prurulent sores were kept clean and a great deal 
of castor oil was administered, but no one knew 
how to avoid the deformities that resulted from 
skeletal tuberculosis. Forced heliotherapy was 
the fashion, with children placed to roast under 
the rays of the sun until they turned as red as lob 
sters.
Little by little traction and immobilization began 
to be used, and this was followed by surgical 
and non-surgical correction of rachitic deformi 
ties. The books and journals of the times con 
tained drawings and photographs of femoral or 
tibial curves, varus or valgus knees, that we have 
fortunately forgotten.
When around 1875 Rizzoli began to think that he 
could leave all of his possessions (about 2 mil 
lion lire) to create an orthopaedic institute, he 
was certainly not just aiming at a simple form of 
hospitalization, he was looking at something far 
ther in the distance; he wanted to found a place 
where it would be possible to put into practice 
the surgical treatment of rickets and congenital 
deformities, a place where what he had seen 
during his travels abroad could be done better, a 
place where the first results of Lister’s method 
could be taken advantage of. In short, he want 
ed a revolutionary institute, one that would hon 
or the nation, and he hoped to be able to direct
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Francesco Rizzoli 
(1809-1880).

On the side
Pietro Panzeri (1849-1901), 
Alessandro Codivilla 
(1861-1912), Vittorio 
Putti (1880-1940).
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it and get it started so that at his death it would 
continue to grow and develop. Not only did he 
hope to build this new institute, but he wanted 
to provide it with the means to make it prosper, 
and he thought that what he earned from his es 
tate in Calderara di Reno, and that today still be 
longs to the Rizzoli Orthopaedic Institute, would 
be sufficient.
On the hill of San Michele in Bosco, amidst cy 
presses and horse-chestnut trees, was an im 
mense building that was also immensely run 
down, you might say in ruin; it was the convent 
of the Olivetan fathers, at that time federal prop 
erty. Could it not be used as an orthopaedic in 
stitute? The cost of restoring it would be less than 
that needed for a new building. And as the idea 
became more concrete, he began by buying 
from the State for the sum of 55.000 lire the en 
tire hill from top to bottom, donating it to the 
Provincial Administration so that its engineers 
could transform it into a hospital. He would 
have provided the means.
Over 70 years at the Rizzoli Institute, thousands 
of bone transplants have been performed, but 
no transplant has ever been as successful as that 
of an orthopaedic institute on an Olivetan con 
vent, without destroying a wall, without ruining 
a fresco, without knocking out a vault, rather at 
tempting to preserve and restore that which 
from an architectural and artistic point of view 
deserved to be saved.
But before the work of transformation could be 
gin, in 1880 the great benefactor died and the 
weight of the work fell on the shoulders of the 
Provincial Administration that had accepted the 
donation. Bologna was made up of honest men, 
able ones, animated by a great patriotic and hu 
manitarian spirit. It took 15 years for the work to 
be finished, and the exemplary man who direct 
ed it was the lawyer Giuseppe Bacchelli, who 
hired architects and artists such as Giachi, Colla- 
marini, Rubbiani, and who listened to the advice 
of Professors Pini and Panzeri of the Institute for 
Rickets in Milan.
But ingratitude is a fruit that ripens at all times 
and in all places; it is the coin with which the 
people of Bologna paid for the work of G. Bac 
chelli. He was one of the heads of the Liberal 
Party, and the other parties formed an alliance 
against him, attacking him with the sharpest and 
most unjustified criticism; the newspapers spoke 
of exorbitant costs, during the sessions of the 
Municipal and Provincial Administration the ex 
pense of the marble placed in the operating 
rooms was heavily criticized, the Turkish bath

was something an odalisque would purchase, 
the great wrought iron gates were considered a 
Pharaonic work, the plantations of trees and the 
greenhouses filled with flowers were all meant 
for Versailles. But Bacchelli continued straight 
down the same path he had started on, and 
showed that in the 15 years that were needed to 
transform a convent into a hospital not a cent 
was spent of the capital left by Rizzoli, only the 
interest earned on that sum had been used. This 
is something we should think about today.
The people of Bologna at that time believed that 
the hunchbacks, the lame, the cripples in gener 
al who would have come to the new hospital 
would have brought their city to aesthetic ruin 
and infamy. But they were soon proven wrong 
as the truth came out, and in 1895 Bacchelli stat 
ed to the Provincial Administration: “The ship is 
launched, good luck on its navigation.”
But although the ship was launched, a good cap 
tain had not as yet been found. Prof. Panzeri, di 
rector of the Institute for Rickets in Milan, who 
had cooperated immensely in the founding of 
the Rizzoli Institute, could not for long direct two 
institutes; and in those days travelling from Mi 
lan to Bologna was a tiring experience. 
Nonetheless, the beginning of the activity at Riz 
zoli was promising, and this was because of the 
fame that surrounded the name Panzeri. Two 
worthy youths assisted him, Sangiorgi and An- 
zoletti. Bacchelli continued to search for a direc 
tor who could take Panzeri’s place, and he found 
Alessandro Codivilla. Guided by his good star, 
instead of turning to large clinics or holding a 
competition, he and Panzeri rushed to a small 
hospital in Imola where a young nearly un 
known surgeon had performed difficult brain, 
stomach, and intestine surgery; he seemed to be 
extremely intelligent, and he was known for his 
seriousness and his conscientiousness. They had 
a hard time convincing him to leave surgery for 
a special field he knew little about, and it was 
probably because of the love for his infirm son 
who he hoped would benefit from the good air 
at San Michele in Bosco that he accepted the po 
sition offered him.
The welcome he received from his Bolognese 
colleagues would have discouraged anyone 
without an unshakable constitution and charac 
ter. And the criticism was not totally unjustified: 
despite his excellent qualities as a general sur 
geon, he lacked specific orthopaedic expertise, 
and this he attempted to obtain by studying and 
by travelling to France and Germany where the 
field had made great progress. But he mainly
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The first operation 
performed at the Institute
(1896).
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The first x-ray taken 
at the Institute (1899).

studied orthopaedics on his own patients, and 
he was a very good surgeon. The uproar grew 
when he proposed a method of traction through 
the heel, which we will deal with further on; it 
was said that he used the method to torture chil 
dren and that their shouts could be heard in Pi 
azza San Petronio. But this discovery was to 
have changed the face of traumatology.
In the meantime the fame of the young director 
and of his institute was rapidly affirmed; it went 
beyond the borders of the kingdom, as the ill 
came from regions farther and farther away, and 
even from Latin America. Upon his death, after 
not much more than ten years of work as a sur 
geon, the Rizzoli Institute was affirmed and 
ready to follow its destiny.
After Sangiorgi’s brief direction, Codivilla’s work 
was continued by his favorite pupil Vittorio Putti. 
In 1912 Putti became director and soon after he 
also headed the University Department of Or 
thopaedics. If Codivilla may justly be considered 
the creator of Italian orthopaedics in the modern 
sense of the term, Putti was its renovator, re 
newing what was old, using modern methods of 
diagnosis, treatment, postoperative manage 
ment. If it was Codivilla who dragged or 
thopaedics into the operating room, it was Putti 
who provided new instruments and strictly 
anatomical techniques; he also created a closer
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Vittorio Putti as he 
examines a child affected 
with congenital hip 
dislocation (1912).

relationship between orthopaedic shop and op 
erating room.
At the height of his work World War I began and 
in 1915 Italy, too, entered the war, unprepared 
as always, and in this case also from a sanitary 
point of view. Rizzoli was transformed into a 
military hospital, and we were militarized; some 
assistants were called to the front, and the few 
who remained had very few means to help thou 
sands. There was a shortage of everything...ex 
cept for sodium hypochloride which we used to 
check sores and gangrene, using continuous 
lavage with an infinity of catheters and tubes. 
Putti proved to be a very skilled organizer, de 
spite the little that was available. The or 
thopaedic shop was able to provide thousands 
of amputees with prostheses and pylons, and it 
soon became one of the most important or 
thopaedic shops in Italy.
Once the victorious war had ended, a twenty- 
year period began during which the Rizzoli Or 
thopaedic Institute and orthopaedics made great 
progress. Wars continued to be fought in Spain 
and Abyssinia, but we found a way to work hard 
for civilians and for disabled servicemen that 
asked to be helped in the thousands.
The worst cases were bilateral mutilations, and 
there we were ready with the orthopaedic shop 
to produce enlarged prehensile hands, hands for 
working, articulated knees and other devices. 
Amputees came to us for help with irregular, se 
creting wounded stumps, that we had to regu 
larize to be able to apply a prosthesis. Then 
there were deformities of the femur as a result of 
previous exposed fractures and non-union; 
every means possible was used to repair these 
lesions, from bone transplants to arthroplasties. 
But an increasing number of civilians also came 
to the Rizzoli Institute. One of the greatest bat 
tles fought and won by Putti was the early treat 
ment of congenital hip dislocation. For years he 
worked on fractures of the femoral neck to be 
treated by double-guage metallic screwing. An 
other field in which his activity was extraordi 
nary was that of vertebral sciatica. The problem 
was of current interest, American and French 
surgeons and neurologists had been working on 
it for years. Putti did not solve the problem of the 
relationship between disc herniation and sciati 
ca, or rather, he did not believe that it occurred 
as frequently as it does, but he did affirm that in 
90% of cases sciatica is of vertebral origin. And to 
state a thing like that during those times took 
courage. He indicated the brace as a palliative 
form of treatment. In 1917 he founded the most
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Vittorio Putti with the staff 
of the Rizzoli Orthopaedic 
Institute (1922).

important journal on orthopaedics, calling it 
“Chirurgia degli Organi di Movimento,” that is 55 
years old today.
In the meantime, the Rizzoli Orthopaedic Insti 
tute was growing in importance; the number of 
beds was increasing, it welcomed foreign doc 
tors for post-graduate courses, it created schol 
arships for doctors from Latin America, it held in 
ternational competitions, its orthopaedic shop 
was enlarged, it transformed the area of kine- 
sitherapy, it expanded to Cortina with the birth 
of the Codivilla Institute, a new Putti pavilion, 
and Villa Blu. When Putti died in November 
1940, of a sudden heart attack, the institute di 
rected by him with such fervent love was at the 
height of its success. It was not just the first in 
Italy, but by unanimous judgement of all those 
that visited it, it was one of the best-equipped 
and most complete in the world, both scientifi 
cally, and in terms of the surgical and kinesither- 
apeutic treatment administered there. I observed 
the destiny of Rizzoli from Padua and Venice, 
proud to have learned from Codivilla and Putti 
the rules of modern orthopaedics. And when the 
master died I was called by the Faculty of Medi 
cine and by the administration of the Rizzoli Or 
thopaedic Institute to take over his chair and to

take on the direction of the institute. My difficult 
task was facilitated by having a very efficient in 
stitute and a group of physicians who followed 
and helped me for some time, before going on 
to positions of great responsibility (Scaglietti at 
the Putti Hospital, Filippi in Mantova, Paltrinieri 
in Pisa, etc.).
But my responsibility that at first seemed sur 
mountable suddenly took a dive with Italy’s par 
ticipation in World War II. Because of the lack of 
means, the recall of many technicians and mem 
bers of the nursing staff, and because of the de 
parture of nearly all of my collaborators for the 
war zone, I was forced to work without a mo 
ment’s rest, day and night. The bombing was 
constant, but we fortunately were not hit. The 
orthopaedic shop manufactured non-stop pros- 
theses for the mutilated, and hundreds of sol 
diers were operated on for the most disparate 
reasons.
At the height of our activity we were forced to 
abandon nearly the entire institute to the Ger 
mans, who needed it to hospitalize their injured, 
and we were transferred to a ward in the San- 
t’Orsola Hospital. We were bombed, but the in 
juries were minor; we shook off the plaster that 
had buried us and continued to work.
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Members of the English 
Society of Orthopaedics 
during lunch in the 
gardens of the Institute, 
and in a group photograph 
(1924).

After the fall of Fascism we returned to our hos 
pital to be sent away once again by the allies that 
occupied it, but only for a few months.
In 1946 we re-entered the hospital that was near 
ly empty and half destroyed. We had to quickly 
repair the damage and get back to work, and we 
were not in the best of spirits. It was not the crip 
pled, the mutilated, the patients in general that 
we complained about, it was the lack of materi 
als. We did have the advantage of the experience 
acquired during the war, and the help of antibi 
otics that allowed us to save thousands of pa 
tients. And amidst all of the bad there were some 
benefits; the hundreds of fractures, the nervous 
lesions, the injuries to the joints, enhanced our 
experience and made us more sure of ourselves 
when operating, thus obtaining better results. 
The Rizzoli Orthopaedic Institute did its greatest 
work in two fields: lumbar sciatic pain, and en 
doprostheses. As previously mentioned, we had 
finally understood that most cases of lumbar 
pain and nearly all cases of sciatic pain orginate 
from a hernia of the intervertebral disc; once the 
compression was removed, the patient healed; 
the operation was an easy one, the results 
seemed miraculous.
And endoprostheses also made great progress 
when it was understood that the human organ 
ism could tolerate without rejection certain types 
of stainless steel and plastic substances. Thus, 
we were soon substituting parts of the skeleton 
and entire joints.
After retiring from the Rizzoli Institute in 1953, 
my post was taken over by Prof. R. Zanoli, an 
other of Putti’s pupils, who had demonstrated 
brilliant qualities as a clinician and a surgeon at 
the sanatorium in Pietra Ligure and in Genoa, 
where he was Director of Orthopaedics at the 
university.
He found the Rizzoli Institute to be fully effica 
cious, but he gave it new impulse, as shown by 
the graphs of the increasing number of pres 
ences year after year. The services and the num 
ber of beds grew because the pavilions that 
Scaglietti and I had planned were completed; 50 
beds were assigned to dyskinesia. During Zano- 
li’s directorship the administration put health re 
form into effect. The institute was divided into 
various wards, and only one remained under the 
direction of the management of the clinic. I 
feared that this innovation would have brought 
problems with it, but I was not a good prophet, 
as the surgical chiefs worked in perfect agree 
ment, to the obvious advantage of the patients 
who felt that they were better taken care of in a
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The visit of Umberto I 
di Savoia in 1929.

smaller division. When in 1967 R. Zanoli also re 
tired, the Faculty gave Prof. Scalietti a chair for 
one year, so that he was responsible at the same 
time for the department in Florence and that in 
Bologna. At the end of the year the position was 
filled by Prof. M. Paltrinieri who left his chair in 
Pisa and returned to the institute that he had left 
as an assistant surgeon. During the first two 
years of his directorship M. Paltrinieri was re 
sponsible for the progress made at Rizzoli in 
terms of both surgery and scientific work. The 
number of patients continues to grow, and the 
number of beds continues to be insufficient to 
satisfy all of the requests.
All of the new surgical techniques, all of the new 
instruments invented in the various countries, 
are put to the test with great care before being 
accepted or thrown out. The scientific papers of 
the chiefs and their assistants are continually 
published in the journal “Chirurgia degli Organi 
di Movimento,” that has achieved its 59th year. 
Post-graduate courses are taught, symposiums, 
round tables, regional meetings are held attract 
ing many scholars, and the National Meeting of 
the Association of Orthopaedics to be held in 
October 1972 is now being organized.
Do not think that the progress made over a rela 
tively short amount of time at the Rizzoli Institute 
is solely the work of the health staff, however 
prepared and able they may be. It is the result of 
the common effort between the administrators, 
the technical staff, and the aids. The administra 
tors have at times acted prudently, at times 
courageously and with faith in the future, initiat 
ing projects that have required hundreds of 
thousands of lire, when the budget was just 
even. The staff proved that it could do without, 
during the long periods of war, when many in 
dividuals had been called to the front and could 
not be substituted; and there were no holidays 
and no specific work hours, and the hard work 
was uninterrupted and serious.

Surgeons who Contributed to the Growth 
of the Rizzoli Orthopaedic Institute

I have tried to summarize the activity of the Riz 
zoli Orthopaedic Institute from its founding to 
the present. I will now speak of the men who 
worked there to achieve the aspirations of F. Riz 
zoli; the history of these men is briefly told, it is 
not much more than a curriculum  vitae. For 
more information and critical opinions on their 
work please refer to the beautiful volume by Lui-

133



gi Bader entitled L'Istituto R izzoli e  la Scuola 
B olognese d i C hirurgica O rtopedica published 
by Cappelli in 1965.1 will first, dutifully, speak of
F. Rizzoli.

F rancesco R izzoli
To get an idea as to the character of this man the 
memoirs of G. Ruggi are of particular interest:

During surgery he w as in such a state that he shouted 
like a madman, arguing, railing against his assistants 
w ho w ere confused  and shocked...W hile the patient, 
w ho was aw ake, shouting at the top o f his lungs, un 
heeded, at tim es insulted the surgeon and his assis 
tants.

He was born in Milan in 1809, his father was 
from Bologna, and that is where he spent his en 
tire life from the age of 6 years on. He got his de 
grees in 1829 and in 1831 (in those days there 
were two separate degrees, one in medicine and 
one in surgery), and after just four years he sub 
stituted Baroni taking over the professorship of 
obstetrics.
In 1849 he was appointed to a university post in 
clinical surgery and in 1855 he became a full pro 
fessor of medicine. This was followed by a series 
of positions, sabbaticals, nominations as chief at 
the Maggiore Hospital in Bologna, which I will 
not dwell on here. He was honored in Italy and 
abroad, and he was even involved in politics. He 
was sent by the Italian government to Varignano 
in 1862 to examine Garibaldi who had been 
wounded in the Aspromonte region; and he was 
correct when he diagnosed that the lead bullet 
was still lodged at the bottom of the wound. He 
died in 1880 one year after being nominated sen 
ator of the kingdom. His fame was equal to his 
merits, and he was even called the surgeon of 
Italy.
Having had economic difficulties as a youth, he 
lived a sober and simple life. Upon his death en 
velopes containing sums paid for his services 
that were still sealed were found— he had not 
even been curious enough to see what he had 
earned. He was considered a miser and in truth 
he was one, in his own way, but so that he could 
leave his earnings to the poor he treated.
His ideas were those of a genius for the times he 
lived in, revealing particular passion for the 
treatment of skeletal deformities. His “bone- 
breaking” machine is kept in the Rizzoli Muse 
um, a device that he used to shorten the healthy 
limb and balance the length of the shorter one; 
many other treasures are also preserved there.

Pietro P an zeri
He represents one of the most interesting figures 
of Italian orthopaedics, certainly the first to cor 
rect severe deformities using osteotomy and re 
section, protected by Lister’s method. He was 
born in Milan in 1849, and after taking part in the 
“Garibaldine” campaigns as a youth, he returned 
to his studies, and won a competition for the 
Ghisleri college in Padua; he received a degree in 
medicine in 1872. After winning a scholarship for 
post-graduate study abroad, he visited the or 
thopaedic institutes of Vienna, London, and re 
turned to Italy firmly convinced that he would 
devote himself to orthopaedics. And God knows 
that he was truly needed; Milan itself was a court 
of miracles. But while the number of cases re 
quiring treatment abounded, hospitals were 
lacking, and the young Panzeri asked his col 
leagues here and there to hospitalize the patients 
that he was treating, often having to operate 
them for free at home; he ran to make house calls 
and collect money to pay for the hospitalization 
of his patients. Another philanthropist, Gaetano 
Pini, had created a school for those affected with 
rickets that also had an out-patient clinic. Panzeri 
was allowed to perform non-surgical treatment 
and tenotomies there; when upon Pini’s death 
the location was enlarged, Panzeri became the 
director of the complex that was called “Pio Isti 
tuto dei Rachitici.” In 1884 he founded the first 
journal on the subject, entitled “Archivio di Orto- 
pedia” and promoted the founding of an Italian 
association of orthopaedics. For two years he di 
rected the Rizzoli Orthopaedic Institute which in 
1898 was handed over to Codivilla.
From a scientific point of view he published very 
little; just a few reports on his operations, and 
criticism of the Paci-Lorenz method for the treat 
ment of congenital hip dislocation. He died sud 
denly in 1901 in the city of Milan.

A lessandro Codivilla
I have many times spoken of the life and work of 
the master.
He was born in Bologna of a modest family (his 
father was an employee at the Monte di Pieta) in 
March 1861, and died there at the age of 51 on 
Febaiary 28, 1912. He received a degree in med 
icine in 1886, and was the university assistant of 
both Loreta and Poggi, but for economic reasons 
he soon had to give up working at the university, 
and go to Castiglione Fiorentino to begin work 
ing in a hospital; he then went on to Citta di 
Castello, Macerata and finally Imola where he re 
mained until 1898. Over the eight years that he
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lived in the province, devoting himself to general 
surgery, he invented new instruments, such as a 
compass to drill the skull, and he performed ma 
jor surgery of the brain and intestine; he was also 
a member of scientific associations and spent 
time in laboratories in Florence and Bologna.
In 1899, as stated, it was the lawyer Bacchelli, 
the head of the Provincial Administration, who 
encouraged him to leave general surgery for or 
thopaedics and to become the director of the 
Rizzoli Institute. As if he knew how little time he 
would have to live and work, his activity was 
amazing. His teacher Poggi wrote:

N othing w as lacking in him: o f superior intelligence, 
an acute analytical mind and a careful judge, he had 
an exquisite sense o f criticism. H e w as ingenious in 
m odifying and in planning surgery and instruments 
and he had artistic manual skill o f execution  that was 
tm ly exceptional. He had an iron will and an enviable 
strength o f  proposals and actions. He w as a just man 
in his w ay o f  living and working.

Gaetano Sangiorgi who was his faithful assistant 
and who substituted him as director in 1908, tells 
us that when the first symptoms of tumor of the 
intestine began, he became terribly anxious,

fearing that he would have to close the institute 
for lack of patients. He won the battle, but he 
had little time left to work; from the beginning of 
1911 we would see him enter the operating 
room visibly in pain, and sustained only by his 
great courage. As his only living assistant I can 
testify to the great virtue of this teacher and I 
wish to conclude the recollection with the words 
that Giovanni Pascoli wrote while he was hospi 
talized at the foot of “l’Osservanza”:

O n the friend that he  had never seen, with w hom  he 
had never spoken, w ho resided admist a beautiful 
forest o f  horse-chestnut trees, w hose lives he ob  
served, as they greened, grew  feathers again, w ore 
their beautiful w hite spikes, lost their blossom s, grew 
their leaves, reddenned, w ere stripped, remained 
barren awaiting another spring.

Codivilla’s medical activity principally involved 
the following: paralysis caused by poliomyelitis 
(he perfected the technique of tendinous trans 
plants and invented tenodesis); spastic paralysis 
(he proposed the modified Foerster operation); 
congenital hip dislocation (he advised early treat 
ment); congenital clubfoot (he proposed effective 
surgical treatment); torcicollis, scoliosis, osteoar-
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ticular tuberculosis, congenital pseudarthrosis, 
stumps (Vanchetti technique); fractures (propos 
ing direct traction with a nail through the heel).

Vittorio Putti
He was born in Bologna on March 1, 1880 the 
son of Marcello, a surgeon at the Ospedale Mag- 
giore, and Assunta Panzacchi, the sister of Enri 
co. His only brother and an uncle died fighting 
the war in Africa.
At the end of the century Bologna was an im 
portant center for the arts and sciences, and the 
young Vittorio had the chance to meet men of 
letters such as Carducci, Pascoli, Guerrini, Sev- 
erino Ferrari, in his uncle Enrico Panzacchi’s 
home, and scientists such as Murri, Poggi, Ruggi, 
Nigrisoli, Righi, Codivilla in his father’s home. 
Thus, a passion for music and fine arts in gener 
al was born, a passion that he would have for his 
entire life; and from his contact with physicians 
and surgeons, friends of his father’s, was instead 
born a passion for science and in particular for 
medicine. It was probably because he saw Co 
divilla operate with such elegance and security 
that he desired to devote himself to the study of 
orthopaedics.
He received a degree in 1903, spent a few years 
in Germany where he spent time in clinics and 
hospitals, and then entered Rizzoli as an assis 
tant; upon Codivilla’s death, and after the brief 
substitution by Sangiorgi, he became its director 
in 1913- He was included in a list of candidates 
for a professorship in Rome, and he became a 
full professor at the University of Bologna.
He immediately went to work to organize the in 
stitute and the university department setting an 
example for all of his assistants. In the first part 
of this essay I spoke of all that he did during the 
war, and how he knew how to organize the or 
thopaedic shop; after the conflict had ended he 
realized just how many patients, civilians and 
military, there were to treat. He immediately be 
came involved in the treatment of recent frac 
tures of the femoral neck, proposing the use of a 
screw instead of a nail.
He dealt with the early treatment of congenital 
hip dislocation until this major social bane was 
won. He dealt with the problems of arthroplasty, 
femoral lengthening, bone tumors, vertebral 
fractures. There is not a modern treatise of or 
thopaedics that does not quote the name of Put 
ti on each page. He made considerable contri 
butions to the history of medicine, remembering 
Scarpa, Palletta, Margary, Fabbri, Paci, Magati, 
Rizzoli. His work of art, that cost him years of

research, is a study on Berengario da Carpi.
I have only touched on a few aspects of the life 
and work of this master, but I do not want to end 
without recalling how he honored Italy in times 
when only science labelled “Paris” or “Berlin” 
was appreciated. At his own expense, without 
asking anything of anyone, he held conferences 
and taught in New York in 1919, in Amsterdam in 
1923, and then several times in Argentina, Brasil, 
Chile, Peru, England. What he earned with visits, 
consulting and surgery during these trips was left 
there to be used by the Italian hospitals abroad. 
He was great and generous. Few masters have 
provoked such sincere and profound regret as 
that which his pupils felt following his death. He 
is remembered in operating rooms every day. 
His intuitions, his methods as time goes by may 
be surpassed, as happens in all fields of human 
knowledge; but the backbone, the gist of all that 
Putti saw and did is not worn by time.

F rancesco D elitala
I could copy the curriculum  vitae written for me 
by Mr. Bader, but it is too flattering, so I have 
preferred to write my own from the beginning. I 
was born on February 28, 1883 near Nuoro in a 
place called Orani, a picturesque town nestled 
in mountains 500 meters above sea level, sur 
rounded by oak forests and talcum mines; 
enough is produced to cover with powder all of 
the institutes of kinesitherapy and all of the Ital 
ian masseurs! During my youth the forests were 
filled with partridges and hares that attracted me 
much more than books. From my father, who 
was a local medical officer, I learned to go hunt 
ing to supplement the meals that Mother pre 
pared for us; and I learned the first rudiments of 
anatomy when I began to to go to the Universi 
ty of Sassari where in 1908 I received a degree 
with highest honors. It was not difficult to be a 
fair student when there were only about ten in 
the class, all lazy, do-nothings. Encouraged by 
Prof. Coronedi, one of the best scientists and 
teachers I have ever known, who was from 
Bologna and had studied under Albertoni, I left 
the sleepy place that was Sassari where I knew 
that nothing good would ever have come of me, 
and I went to live in Bologna. Coronedi was like 
a brother to Codivilla, there was a vacancy in the 
Rizzoli laboratories, I had published something, 
and I knew something of clinical chemistry, so I 
was hired at a salary of 50 lire monthly. I was like 
a wild boar to be trained, and Sangiorgi, a friend 
of Codivilla took on that job, and helped me get 
into the good graces of the teacher, who I did
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not dare go near despite the fact that he was 
good and courteous with his assistants.
They noticed that I was skilled at making casts, 
which opened the doors to the operating room, 
and after a practical apprenticeship in the radiol 
ogy and kinesitherapy wards, I was given the ti 
tle of assistant surgeon. My passion for anatomy 
made my first encounter with tenotomies and 
osteotomies easy; I even had the honor of cor 
recting the proofs of a paper by Codivilla on 
stumps and earning 500 lire from a rich patient 
that I had helped treat. After Codivilla’s death, I 
was quickly appreciated by Putti, who consid 
ered me a mature, good assistant; I never re 
fused to do anything asked of me, I stayed in the 
institute all day long, and soon made progress in 
my career. In addition to working in the hospital, 
I had no difficulty writing papers the quality of 
which I could not judge. In 1913 I received a 
Ph.D. with a dissertation on the sequelae of 
arthrosynovitis of the knee. And in the midst of 
this the war broke out in 1915 with all of its ruin, 
hardship, and perils.
In 1920 I won a competition for a post at the di 
vision of children’s orthopaedics and surgery at 
the civilian hospital of Venice, and bid Rizzoli 
farewell; but I kept in close contact with my mas 
ter, who encouraged me not to abandon scien 
tific research. Thanks to the suggestion made by 
Mario Donati I obtained a position in or 
thopaedics at the University of Padova, that was 
reconfirmed year after year until 1940 when I 
won a post as full professor at the University of 
Naples. In 1940 I left Venice for Naples, but my

happiness at having reached this position was 
poisoned by the first bombs that fell from the sky 
of Naples and that also the hit the house that I 
was living in in Piazza Amedeo. After one year, 
because of Putti’s sudden death, I was trans 
ferred to Bologna as director of the University 
Department of Orthopaedics, and director of 
Rizzoli.
The sad war of 1940-45 kept me from working 
with the tranquillity required to keep Rizzoli at 
the level that had been obtained with Putti. I was 
fortunate to have a group of assistants who 
could help me in this difficult task. This way I 
could deal with the amputees and the disabled 
and I tried to perfect the methods that were con 
stantly being improved thanks to the antibiotics 
that acted against the danger of infection.
I prevalently worked with prostheses, disc hernia 
tions, intramedullary nailing, recurrent dislocation 
of the shoulder, lateral pressure in fractures, etc., 
etc. In times of good humor and to rest my spirit I 
wrote the history of medicine. In 1953 I retired 
from the Rizzoli Orthopaedic Institute where, as 
assistant and director, I had spent the best thirty 
years of my life. Although my health was still 
good, I left my profession and nearly all of my 
books. And now, somewhat sadly but with great 
satisfaction, I follow the work done by my stu 
dents and my successors to the chair in Bologna.

R affaele Z anoli
When I left the chair in 1953 I proposed that the 
Faculty hire Prof. R. Zanoli, a full professor of the 
same discipline in Genoa; the Faculty unany-
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mously accepted my proposal and Zanoli was 
transferred to Bologna, at the same time becom 
ing director of Rizzoli. I felt that it was an act of 
justice to propose Zanoli, because he was the 
only pupil of the Rizzoli school that had earned 
a full professorship, who could have continued 
the tradition and maintained its prestige, but al 
so because, having spent so much time at Riz 
zoli, he knew its needs and its service very well. 
He was also known to be a good surgeon and 
had excellent pupils.
He was born in Mirandola in June 1897, and re 
ceived a degree with highest honors from the 
University of Modena in 1921; he won a compe 
tition to enter Rizzoli in 1923 and was nominat 
ed assistant surgeon in 1930. He already had a 
Ph.D. in 1929- Winning first place in the compe 
tition for director of the Institutes of Santa Coro 
na in Pietraligure, in 1930 he left Rizzoli to Putti’s 
regret, as he was very fond of Zanoli.
In 1936 he was given a teaching post at the Uni 
versity of Genoa and in 1942 he was nominated

full professor at the same university for special 
merits. In 1953 he was nominated president of 
the Association of Orthopaedics where he was a 
speaker ten times. At Rizzoli, in 1955, he inaugu 
rated a new pavilion; there was a considerable 
increase in the number of patients and many 
young foreigners who came to Rizzoli to do post 
graduate work. He worked on the tumor center, 
founded a journal on tumors, and another one on 
surgical techniques; he instituted the school of 
medical illustration. On his initiative the ashes of 
Codivilla and Rizzoli were transferred to the 
church of San Michele in Bosco to be placed next 
to those of Putti. Some of his pupils won full pro 
fessorships, many have become important hospi 
tal chiefs. He published several monographs: Il 
torcicollo, Lesioni d a  sport, Terapia della po- 
liom ielite. He retired in 1967.

M ario P altrin ieri
When R. Zanoli left the university clinic in 1967, 
the Faculty gave a one-year teaching position to
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Prof. Scaglietti. At the end of the term Prof. Pal 
trinieri, a full professor in Pisa, was asked to di 
rect the university department; thus, another 
pupil of the school of Rizzoli was chosen.
He was born in San Felice sul Panaro in August 
1905, and received a degree with highest honors 
in 1929; he became an assistant at the Istituto Co 
divilla in 1930. He worked with Vacchelli for four 
years, and then went to Rizzoli, where he re 
mained until 1940 as Putti’s assistant surgeon; Put- 
ti had great consideration for him, for his loyalty, 
and for his hard work in the hospital and in sci 
entific research. He left Rizzoli in 1940 to take a 
post as chief at the Barellai al Cinquale Hospital. 
After the hospital was destroyed during the war, 
he directed the new clinic in Pisa and the an 
nexed Marino Institute; in 1968 he was asked to 
direct the University Department of Orthopaedics 
in Bologna and a division of surgery at Rizzoli.
He published many monographs; his publica 
tions together with those of his students number 
400. Of particular interest are his atlas on vertebral 
fractures (in collaboration with Putti and Scagliet 
ti), his studies on paramorphism during child 
hood, discopathies, etc. He was one of the first to 
believe in the direct surgical aggression of os- 
teoarticular tuberculosis. He has an original paper 
on parafocal osteotomies for the treatment of 
non-union.
During the first three years as director of the Uni 
versity Department of Orthopaedics at Rizzoli he 
proved to be an excellent conductor, knowing 
how to maintain harmony among all of the chiefs; 
he also organized the scientific production of the 
hospital. He organized meetings, round tables, 
post-graduate courses that attracted many Italian 
and foreign physicians. He was the president of 
SIOT in 1968-69, and in 1972 he will preside over 
the meeting to be held in Bologna.
He directs the journal “La Chirurgia degli Organi 
di Movimento” and four graduate programs. He 
often travels to maintain contact between the in 
stitute and foreign clinics, in particular those in 
Latin America.

For the sake of brevity I have spoken only of the 
directors of the Rizzoli Institute, but for the sake 
of justice I cannot but recall some of its main col 
laborators.
A complete description may be found in the 
aforementioned excellent book by Bader.
The first to remember in chronological order are:
G. Sangiorgi, A. Anzoletti, A. Mandelli. S. Gan- 
giorgi was the assistant of Panzeri during the brief 
period that he directed Rizzoli, he then went on to

work with Codivilla, and stayed with Putti until 
1929; he briefly directed the Institute (1909) in 
place of Codivilla, to then become its Technical 
Director.
His modesty hid his great qualities as a practical 
orthopaedist. He overlooked scientific research 
because he was absorbed by his work in the hos 
pital, always ready to work for everyone, always 
ready to teach the young doctors in the operating 
room and in the plaster room. He operated thou 
sands of cases that had been treated non-surgi- 
cally. Augusto Anzoletti, who recently died at the 
age of 98 years, Sangiorgi, Mandelli and a few 
others made up the first group of assistants at Riz 
zoli. Anzoletti stayed for a short time with Co 
divilla, to then go on to work at the “Rachitici” in 
Milan, and the Rota Institute in Bergamo. He was 
a sophisticated and precious writer, with a very 
particular style; his works include studies on the 
temporary decalcification of rachitic bones to ob 
tain manual correction. Of great importance is his 
monograph on Codivilla and Putti, as seen by a 
contemporary, rich in anecdotes and historical 
facts. He was a philanthropist as well as a doctor, 
who lived in poverty.
Alfredo Mandelli entered Rizzoli with Panzeri, 
and stayed there under Putti’s direction until 
1930. He was greatly appreciated by the directors 
of the institute for his deep knowledge of physio 
therapy as applied to orthopaedics. He obtained 
important results in scoliosis.
Oscar Scaglietti was second to none in the pas 
sion that he brought to Rizzoli; if he had wanted 
to he could have become its director, after Zano- 
li. He held the post for one year, but he did not 
have the courage to leave Florence, with all of the 
assistants and assistant surgeons that surrounded 
him, for Bologna. Scaglietti is due the reorganiza 
tion of the tumor center, and the Museum of 
Anatomy; because of his dynamic personality 
new pavilions were built after World War II; he 
was responsible for the creation of the Putti Cen 
ter for wounded servicemen that became of na 
tional importance. He created journals, wrote nu 
merous monographs, travelled and taught cours 
es abroad, enhancing the prestige and value of 
Italian orthopaedics. Many of his students are 
now full professors and hospital chiefs. [...]

***

Francesco D elitala was chosen to narrate the 
gran d  history o f  the R izzoli Institute because o f  a  
desire to include within this volum e a  first-person  
accou n t by a  great personality o f  orthopaedic 
surgery. Prof. D elitala lived a  very long life (1883- 
1893) in the com pany o f  his intelligence, great
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sense o f  hum anity, an d  passion  fo r  the Institute. 
His article has been prin ted  in its entirety as it was 
written an d  pu blished  25  years ago, because it 
represents a  retelling o f  the life o f  the R izzoli Insti 
tute an d  o f  the p eop le who m ade it fam ou s  
through two w orld wars, with a  difficulty an d  a  
will to continue that a re  unknow n to us.
Prof. D elitala concludes his narration  a t the be 
ginning o f  the Seventies, an d  m any things have 
obviously chan ged  since then: Prof. Paltrinieri 
celebrated  his 90th birthday a  few  m onths ago, 
an d  he an d  others, Professors C. Casuccio, L. Gui, 
A. D al Monte, F. Ruggeri, L. B occanera, L. Urso, 
have a ll sin ce retired. Other personalities de 
scribed  in the article have passed  away, such as 
Professors R. Zanoli, O. Scaglietti, A. Bonola, F. 
Roasenda, G. Perricone, S. Colom hani. A w ord 
must also be sa id  abou t those who left us before 
their times, depriving us o f  their intelligence an d  
friendship, such as L. Ranieri, d irector o f  the De 
partm ent o f  O rthopaedics, an dR . Savini “the sur 
geon who treated scoliosis. ”
Since 1980 the Codivilla Putti H eliotherapy Insti 
tutes in Cortina dA m pezzo a re  no longer a  part 
o f  the R izzoli Institute, although collaboration  be 
tween the two bodies continues.

Current structure of the Rizzoli 
Orthopaedic Institute
Since 1981 because o f  its great scientific strength 
an d  its potential as a  hospital, the Rizzoli Institute 
was recognized by m inisterial degree to be an  “in 
stitute o f  hospitalization o f  a  scientific nature” 
(I.R.C.C.S. “Istituto d i ricovero e  cura a  carattere 
scien tifico”), an d  it was enriched with the Codivil 
la Putti Research Center, w here research laborato 
ries, the presidency an d  the adm inistration a re a ll 
accom odated. There a re  25  such I.R.C.C.S. Insti 
tutes in Italy an d  their activity is correlated to those 
areas o f  pathology that a re  believed to rapidly lead  
to progress based on the interaction between ex 
perim ental an d  clin ical research. The Rizzoli Hos 
p ita l is the only I.R.C.C.S. Institute that deals with 
orthopaedics an d  traum atology.
The Rizzoli Institute extends over a  total surface o f
70.000 squ are meters; it employs 1,200 persons, 
an d  can  hospitalize up to 3 5 0 patients, which will 
increase to 450 in the y ear 2000 thanks to the re 
structuring work that is already under way.
A total o f 60 ,000patients a re  seen annually. Ap 
proxim ately 12,000 people a re  hospitalized, an d
8.000 orthopaedic an d  traum atology-related oper 
ations a re  perform ed. The clin ical activity o f  the 
hospital is organ ized in 9  divisions o f  orthopaedic 
an d  traum atologic surgery with 8  aggregated sec 

tions, an d  12 services with 2  aggregated sections. 
The D epartm ent o f  O rthopaedics o f  the University 
o f  Bologna is also present with fo u r  chairs in just 
as m any divisions, an d  in collaboration with the 
hospital structure it carries out clin ical work an d  
teaching activity, an d  it directs the schools o f  spe 
cialization , as well as the school o f  m edical illus 
tration an d  the hospital jou rn al “La chirurgia 
degli organi d i movimento. ”
The recognition o f  the Rizzoli Institute as a  scientif 
ic institute has m eant the occasion fo r  rebirth. Not 
only because o f  the conspicuous funding allotted, 
but because it has changed the clim ate therein, 
restoring tools an d  incentives to research. The pres 
idents that have succeeded one another, from  Man- 
zoli to Ardigd, an d  the scientific directors La Placa, 
M archetti an d  C am panacci have brought intelli 
gence, com petence an d  will to this process o f  re 
newal. The Institute m aintains areas o f  excellence 
such as tumors, reconstructive an d  prosthetic 
surgery, the knee, com plex trauma, pediatric or 
thopaedics, the spine, the foot. Prostheses an d  a  nail 
have been devised fo r  use in treating traum a that 
are known throughout the world, as have been pro 
tocols o f  chem otherapy, an d  m aterials testing. The 
Rizzoli Institute isfirst in E uropefor the use o f  bank  
bone grafts, an d  it is on e o f  the few  hospitals that 
perform s surgery such as resection o f  the vertebrae 
an d  sacrum , lasting from  12 to 24 hours, an d  that 
carries out com plex bone an d  join t reconstruction. 
The fa m e  o f  the Institute is such that 60% o f  its p a  
tients com e from  other Italian regions, an d  even 
from  abroad. The Institute possesses m ore than 
5 ,000square meters o f  laboratories, as no other Eu 
ropean Institute does. These are the Laboratory o f  
Analysis, that o f  Pathologic Anatomy, Research 
Laboratories on Im plant M aterials Biocom patibili 
ty, Cellular Biology, Electron Microscopy, Biom e 
chanics, Experim ental Surgery, Immunology an d  
Genetics, O ncological Research, M aterials Technol- 
ogy, M ovement Analysis. Because o f  their equip 
ment an d  qualified  personnel these laboratories 
conduct vast research activity an d  have an  enor 
mous poten tialfor development. The hospital prob 
ably has the vastest an d  most com plete clinical an d  
radiographical archives in existence. Great effort 
has been m ade to enlarge an d  organize its adm in 
istrative an d  com puterized structures. And vast re 
structuring work is under way to create new out 
patien t clinics, a  new em ergency department, an d  
new wards. Today the Rizzoli Institute is a  great 
com posite an d  com plex structure, certainly one in 
evolution, the g oa l o f  which is to improve the qual 
ity o f  caring fo r  its patients through the hum aniza 
tion o f  its sta ff integrated with research. A.C.
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Surgery is performed 
at the Rizzoli Orthopaedic 
Institute.

T he task of revisiting 100 years of Or 
thopaedics and Traumatology means 
that I must turn the pages of the literature 

of the past. In medicine, something written 
twenty or thirty years ago may be considered 
old. The milestones of old literature are “not 
read enough, not understood, not savored, al 
ways admired,” as De Sanctis said of the Divine 
Comedy. Oliver Wendell Holmes said: “There is 
a dead medical literature, and there is a live one. 
That dead is not all ancient, and the live is not all 
modern.” Another American author, A. Bruce 
Gill, wrote: “Study principles rather than meth 
ods. A mind that grasps principles will devise its 
own methods.”
To ponder over the literature of the past demon 
strates that true discoveries consisted in finding 
a new principle, or in the correct application of 
the principles of science. Each principle and 
each method, then, must be confirmed by the 
experiment and by the results, as Galileo taught. 
All the rest is passing fashion, or the perpetua 
tion of error. Suffice it to think that Francesco 
Rizzoli could not get accustomed to the idea of 
using chloroform anesthesia because he was 
used to operating the patient while he or she 
was awake and to evaluating his or her “resis 
tance” on the basis of the decibels of complaints 
and shouts; that Putti did not understand that sci 
atica was caused by disc herniation, because he 
believed in apophysary osteoarthritis; that Deli 
tala was against using the Kuntschner nail be 
cause he feared the occurrence of adipose em- 
bolia and infections (and he substituted it with a 
short nail); that Zanoli did not want to believe in 
the surgical correction of scoliosis because he 
sustained that the patient “was hunchbacked 
and would have remained hunchbacked”; a(nd

that at the Rizzoli Institute, congenital hip dislo 
cation continued to be reduced by means of the 
Paci-Lorenz method until 1962, despite the fact 
that atraumatic reduction had been described 
thirty years earlier.

At the beginning of our history (1896-1996) is 
the most revolutionary discovery, one that does 
not pertain to a physician, but rather to a physi 
cist—X-rays, discovered by Wilhelm Konrad 
Roentgen (1895) nearly at the same time as the 
Rizzoli Orthopaedic Institute was being inaugu 
rated. For the first time it was possible to view 
“in vivo” the normal and pathologic anatomy of 
the skeleton. The radiograph contributed in an 
essential manner to the discovery, in rapid suc 
cession, of countless osteoarticular diseases, and 
it revolutionized therapy (suffice it to think of 
the treatment of fractures). During the seventies 
physics gave us CT scan and during the eighties 
MRI, two miracles. With these two methods, the 
“in vivo” study of the morphology, not only of 
the skeleton but also of the soft tissues, achieved 
perfection, analogous to that of the most perfect 
anatomical dissection.
I will only cite a few of the countless laboratory 
discoveries. In 1897 Eijkman discovers vitamins, 
and in the twenty years that follow the causes of 
rickets and osteomalacia are defined. In 1920 Ro 
bison finds that alkalin e phosphatase is a sign of 
osteogenesis. In 1922 Banting and Best discover 
insulin, and in 1936 cortisone is isolated. In 1953 
Watson and Crick discover the structure of DNA. 
The most sensational discoveries for orthopaedics 
and traumatology are sulpham ides (Domagk, 
1936), pen icillin  (Fleming, Florey and Chain, 
1928-1940), streptom ycin (Waksman, 1944), and 
Salk’s (1956) and Sabin’s (1958) antipolio vaccine.
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These most recent discoveries have not only 
eliminated poliomyelitis and made osteomyelitis 
and tuberculosis rare and benign diseases, but 
they have revolutionized surgery. One need on 
ly think that during the pre-antibiotic age, infec 
tion related to hip surgery that spread to the 
pelvi, or of the spine that penetrated the 
meningeal barrier, often meant death.
At the beginning of the seventies American on 
cologists (Cortes, Jaffe, Rosen) introduced the 
use of an effective chem otherapy  for the treat 
ment of osteosarcoma. This revolutionized 
prognosis, increasing the probability of healing 
from 15% to 70%, and surgical treatment, reduc 
ing amputations from 90% to 10%.
Extraordinary progress has been made in an aes 
thesia. One day Professor Scaglietti was telling 
me that, until the forties, the surgical reduction 
of congenital hip dislocation in a child could not 
last more than 20 minutes, without otherwise 
risking the loss of the small patient as a result of 
complications of ethereal narcosis. Today, anes 
thesia makes it possible for surgery to be nearly 
unlimited. At the Rizzoli Institute resection of the 
vertebrae or of the sacrum to treat cancer can last 
more than 24 hours.
In 1901 Landsteiner discovered blood groups. 
The first blood transfusion  of preserved blood is 
dated 1918, by an American military doctor, 
Robertson. Today we speak of extra-corporeal 
circulation, surgery in hypovolemia and hy 
potension, intraoperative and postoperative re 
covery of blood, hemoderivates. And blood loss 
of up to 15 liters can be overcome.
Important progress has come from the discovery 
of new biocompatible materials. At the begin 
ning of the century stainless steel was used. In 
1938 Venable and Stuck introduced Vitallium 
(Cr, Co, and Mb), a great discovery because of its 
scarce electrolytic properties. This was followed 
by titanium, polyethylene, acrylic cement, ce 
ramics, artificial ligaments, hydroxyapatite, ra 
diotransparent materials (carbonium), bio 
degradable polymers.
In 1957 Watanabe published the first atlas of 
arthroscopy and began arthroscopic surgery. 
The same author, in 1972, introduced the use of 
optic fibers and the video-camera.
The surgical instrument, rudimentary and hand 
crafted at the beginning of the century, gradual 
ly becomes more sophisticated and perfect. The 
first rotating electric saw (an instrument whose 
danger can only be understood by one who has 
used it, as I have) was introduced by Albee in 
1911. Today we have drills, oscillating milling

machines and saws that vary in speed and that 
can, without risk, do the finest tasks. The intro 
duction in the seventies of the surgical micro 
scope and of instruments and suturing wire for 
microsurgery has made it possible to perform 
the most delicate surgery of the spine and 
nerves, and free vascularized transplanting of 
bone (fibula, iliac crest, ribs), muscles, and skin. 
Along this river of scientific and technological 
progress, orthopaedic surgeons have guided 
their small boat, making headway in diagnosis 
and therapy. The progress made depended on 
the current in which they were navigating, on 
the preparation, inventive and courage of the 
helmsman, and on luck, too. Louis Lichtenstein 
said this to me in 1962, using the analogy of the 
gold rush in California: “When Jaffe and I dis 
covered so many tumors of bone, we were 
lucky, too. It was like walking along the shore of 
a torrent covered with gold nuggets and where 
no one before us had ever walked.”
As an example, I will cite some of the diagnostic 
discoveries of the last 100 years in chronological 
order.

1896. Still describes ju ven ile rheum atoid arthri 
tis. Marfan describes arachnodactyly.
1893-1919- H and, Schuller a n d  Christian  in suc 
cession, describe the disease that bears their 
names.
1897-1898. Strumpell and Marie describe anky 
losing spondylarthritis.
1900. Sudeck describes acu te inflam m atory  
bon e atrophy.
1901 (Askanazy)-1926 (Mandl). It is discovered 
that “cystic fibrous osteitis” in von Reckling 
hausen’s disease is caused by aden om a o f  the 
p arath y ro id  glands.
1909-1910. Legg, Calve and Perthes describe os 
teochon drosis o f  the h ip.
1911. Goldthwait, Midleton and Teacher indi 
cate disc hern iation  as the cause of sciatica.
1911 (Fletcher)-1929 (Barber). R enal rickets is 
described.
1928 (Brailsford)-1929 (Morquio). O steochon 
drodystrophies are defined.
Axhausen describes aseptic bone necrosis.
1939- Roberts and Vogt describe congen ital 
pseu darthrosis o f  the tibia.
1940-1955. Jaffe and Lichtenstein define tumors 
o f  bon e  in a description that continues to be 
used today. The picture is completed by Dahlin 
between 1970 and 1980.
1955 (Stout and Lattes)-1975 (Enzinger and Weiss). 
The diagnosis of tumors o f  soft tissues is defined.
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Joint replacement surgery 
by hip and knee 
prosthetization is used to 
treat severe degenerative 
lesions of the joints.



Knee surgery is currently 
performed on an 
out-patient basis thanks 
to the introduction of optic 
fiber arthroscopy 
connected to a video 
camera.

By means of very simple
instrumentation
the Ilizarov fixator obtains
revolutionary results
in lengthening
of the limbs.

And now for the therapeutic innovations of the 
last 100 years.
1899. Codivilla applies tendinous transpostion  
“inside the sheath” in the treatment of the se 
quelae of poliomyelitis.
1902. Murphy performs arthroplasty with fa sc ia  
lata  of the knee.
1903. Codivilla introduces the n ail fo r  trans- 
skeletal traction  in the heel and uses it to per 
form the first tibial lengthening procedure. The 
method of trans-skeletal traction is perfected 
and used by Steinmann in 1907 for the treatment 
of fractures by Steinmann in 1907.
1905. Codivilla describes his procedure of tendi 
nous lengthening and posteromedial capsuloto- 
my for the surgical correction  o f  congen ital club 
foot. This operation, perhaps the only case of its 
kind in the history of orthopaedic surgery, is still 
performed today without substantial changes. 
1907. Lambotte devises and applies the first 
screw ed p la te  and the first extern al fixator.
1911. Albee introduces the method of free autol 
ogous bon e grafting  “in the trenches”.
Hibbs describes posterior vertebral fusion .
1914. Lane practices the surgical method of not 
touching the exposed tissues except with instru 
ments (no touch techn ique), to reduce the risk

146



Example of surgery 
involving a large bone 
graft for the treatment 
of chondrosarcoma: 
preoperative x-ray, 
follow-up after six months, 
phases of surgical 
technique.

of infection in the surgical reduction of fractures. 
1918. Putti describes fem o ra l lengthening with a 
telescopic-like external fixator (osteotone), pre 
ceding Wagner’s by 50 years.
1925. Smith-Petersen devises the triflangiate 
n ail for fractures of the femoral neck.
1933- Crutchfield applies traction  to the cran i 
um  for vertebral lesions.
1930-40. Ortolani and Putti popu larize the p re  
vention o f  con gen ital h ip d islocation  with the 
“snap” sign and the divaricator.
1934. Coonse and Steward describe atraum atic 
reduction  (in gradual traction and abduction) of 
congenital hip dislocation of the infantile hip. 
1936. Pawels establishes the law s o f  b iom echan  
ics and the principles of hip osteotomies.
1938. Smith-Petersen invents hip arthroplasty 
with a fr e e  Vitallium capsule.
Hoffman devises his extern al fix a to r  (osteo- 
taxis).
1940. Kuntschner uses his intram edullary nail 
in a closed procedure for the treatment of dia 
physeal fracture of the femur.
Austin Moore introduces his hip endoprosthesis 
in Vitallium, with a self-blocking femoral stem, 
that precedes by 40 years the principles of bone 
ingrow th, for fracture of the femoral neck and
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for arthrosis. During the same year he builds and 
applies the first hip endoprosthesis fo r  resection  
in a giant cell tumor.
1945-50. Delitala uses the endoprosthesis fo r  re 
section  for treatment in tumor of the shoulder, 
hip, and knee.
1945. Bunnel founds the principles of surgery o f  
the hand.
1949. Danis uses the first osteosynthesis with a 
com pression plate.
1952. Ilizarov  initiates his solitary and revolu 
tionary experience in the treatment of 
pseudarthrosis, axial deviations, and dysmetria. 
1954. Harrington uses his distractor-com pressor 
for the surgical correction of scoliosis.
1956. Judet describes his method of arthrom yol- 
ysis for the rigid knee in extension.
1959- At the Rancho Los Amigos hospital halo- 
traction  is invented.
I960. Charnley introduces cem en ted  hip arthro 
plasty.
1963. Muller, Allgover, and Willenegger (AO) es 
tablish and popularize the prin cip les o f  rig id  os 
teosynthesis.

The Charnley prosthesis and the AO technique 
have had a revolutionary impact on or 
thopaedics and traumatology. Not only because 
they have diffused the use of hip arthroplasty in 
an extraordinary manner, as well as the internal 
osteosynthesis of fractures, but also because 
they have strongly contributed—with surgical 
planning based on biomechanics and mathe 
matics, with respect for anatomy and biology of 
the tissues, with scrupulous rules of asepsis, 
with the perfection of materials and instruments 
verified in the laboratory, with the critical evalu 
ation of long-term results— to bringing precision 
where once there was approximation and im- 
prowisation.
1968. Grosse and Kempf introduce b locked  in- 
tram edullary’ nailing.
1969. Dwyer describes an terior correction -in - 
strum entation  of scoliosis.
1970. McKibbin demonstrates the influence of 
mechanical stimuli on fracture callus and sets 
the bases for dynam ic osteosynthesis.
1960-70. Mankin experiments with massive 
bone grafts from cadavers and organizes the 
bon e bank.
1970-80. Enneking sets the rational bases for the 
su rg ical treatm ent o f  m usculoskeletal tumors.

Orthopaedic surgery and modern traumatology 
routinely use highly sophisticated techniques,

and ones that were unthinkable thirty years ago. 
If a very good orthopaedic surgeon had, like 
Sleeping Beauty, fallen asleep in the woods in 
1966 upon awakening today he would not know 
how-to do anything. Not only has pathology 
changed (poliomyelitis, congenital hip disloca 
tion, osteomyelitis, and tuberculosis have been 
conquered), not only have indications changed 
(no fusion, fewer osteotomies and tendinous 
transpositions, rare amputations, plaster nearly 
abolished), not only have new methods been in 
vented (arthroplasty, arthroscopy, osteosynthe 
sis, Ilizarov, vertebral surgery, surgery of tumors, 
microsurgery), but mentalities and manual skills 
have profoundly changed. Today’s surgeon 
meticulously plans surgery, scupulously deals 
with asepsis, is not hurried in concluding 
surgery, delicately treats tissues respecting 
anatomy, vascularization, and hemostasis, he 
does not touch anything with his hands, he re 
peatedly irrigates, he perfectly reconstructs the 
soft tissues, he drains any hematoma, he com 
pletes his work with physiotherapy initiated im 
mediately after surgery, and, finally, his work is 
often interdisciplinary, involving general 
surgery, neurosurgery, vascular surgery, plastic 
surgery, and microsurgery.
Progress today is favored by advanced technol 
ogy, group and interdisciplinary work, organiza 
tion. This is spectacular progress, but we must 
not overlook the solitary and courageous institu 
tions of the pioneers in the past, often the 
premise of current reality.
Modern osteosynthesis originates from the plate 
and external fixator of Lambotte (1907), from the 
Danis compression plate (1949), from the 
Kuntschner nail (1940).
Today’s arthroplasties are not less revolutionary 
than Murphy’s arthroplasty with fascia lata 
(1902), or the Smith-Petersen cap (1938). 
Lengthening  of the extremities and the Ilizarov 
technique seem to be a miracle today, but they 
are no more ingenious or courageous than the 
Codivilla nail (1902) and the Putti osteotone 
(1918).
M icrosurgery a n d  transplants have revolution 
ized reconstructive surgery, but the Albee bone 
graft was not of less impact for those times 
(1938).
A rthroscopic surgery is a great conquest. But just 
think of how much more manual skill, courage 
and fortune was required of the surgeon 100 
years ago, when he performed subcutaneous os 
teotomies (in a closed procedure).
Surgery o f  tum ors today is capable of resecting,
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Modem treatment 
of scoliosis devised 
by Y. Cotrel and 
J. Dubousset makes use 
of instrumentation that 
utilizes the principle 
of segmentary correction. 
Results are excellent, 
immobilization in plaster 
is unnecessary.

with safety oncological margins, nearly any part 
of the skeleton. But much more admirable was 
extra-articular resection of the hip, for a tumor of 
the proximal femur, performed by Putti in 1914, 
with the anesthesia used then, and without 
transfusions, in the incredible time of one and 
one half hours (as recorded in the clinical report 
kept in the Rizzoli archives).
Thus, the study of modern medicine will do well

to reflect itself in the memories of the past, to 
teach us humility, patience, exercise of criticism, 
the fruits that basic science can bring to clinical 
practice, and to also teach us to respect the opin 
ions of others and to justify our errors as we 
would those of others.
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T h e  Six t e e n t h  C e n t u r y  C l o c k  
o f  t h e  D o r m it o r y

Vitaniello Bonito

I
t is recounted that Charles V, the sam e 
w ho passed through San M ichele in 
B osco  in 1529 to m eet Clement VII, 
tried to harm onize the num erous clocks that 

he collected, but in vain .1 He w anted their 
beats to b e  synchronized, hoping perhaps 
that beyond the m echanical agreem ent he 
would have b een  restored a time to cross 
unisonous and impartial in the exterior and 
interior rhythms o f his existential voyage. 
During those sam e years Isabelle d’Este— in 
the intricate and precious recounting o f 
Maria Bellonci in R in a sc im en to  p r iv a to — in 
a similar m anner perceived the discordant 
rhythm o f her “one-hundred clock s”: “they 
ring or mark the passing o f  time in different 
moments, that vary from m inutes to hours.” 
The Marquess o f  Mantova, anxious for a 
universal truce in the uninterrupted beating 
o f time and history, tries to find time lost, 
am ong the folds o f a m em ory that “melts 
w ords” as tim epieces “devour different 
beats in different ton es.”2

Suprem e autom aton, over the past cen  
turies, the clock  was invested by  m eanings 
that only apparently concerned  its nature as 
a m echanical m anufactured product: in 
truth, these m eanings expressed  the arche 
typal depth o f a dom estic and social sym bol 
among the m ost unsettling that humanity 
has ever produced. W ithin the clock, in fact, 
is always associated a representation o f 
time and a vision o f the world. And if today 
it has nearly b een  reduced to the role o f 
jewel, precious or in fashion, that regulates 
the accelerated rhythms o f  the n eg o tiu m , in 
other ages its value was different, m atched 
to the times o f the com munity, to the m edi 
tation on v a n ita s  in life, to the despotic co n  
trol o f  working time by bosses. It was both 
fiendish device and instrum ent o f dom in 
ion, image o f the world, m etaphor o f  the 
body, individual and collective, o f  the state 
and o f celestial harm ony.3 It carried with it 
the dual nature o f physical and m etaphysi 
cal ob ject intent on  calculating and show  
ing, as it still does today, in a sort o f m obile 
and m echanical theater, the invisible flow  
ing o f time.

T he meridian line, the first and the m ost ar 
chaic solution to the m easurem ent o f time, 
was fo llow ed by  w ater-clocks, real hour 
glasses, and sand-glasses, elem entary and 
fragile m easurers o f  a tim e that had to be  
multiplied and overturned to  satisfy the cal 
culation o f the entire duration o f  the day. 
The precariousness o f  these solutions led 
m edieval skill to plan and build m echanical 
clocks o f  great size, and to generally place 
them  on bell towers and on the tow ers o f 
the city. In Padova, in Cluny, in Chartres, in 
G enova, in M ilano, in B ologna, betw een 
the end o f the thirteenth and the second half 
o f  the fourteenth centuries, the large clocks 
could b e  heard to chim e the hours, even if 
the m onastic and lay activities o f  the m e 
dieval city, although united under the rule 
o f  public clocks, differentiated the scanning 
o f their experien ce in that w hich w as called 
by Le Goff: “the time o f  the church and the 
time o f the m erchant.”
And this is the perspective in w hich to view 
the sixteenth century c lock  located  in the 
ex-dorm itory o f  the O livetan m onks o f San 
M ichele in B osco . R aule’s description is ac 
curate: “The dial o f  the clock  show s the 
signs o f the zodiac, and it is surrounded by 
a figurative and ornam ental com plex  with 
Ajngels and cupids, and a garland o f  flow ers 
and fru it The V I r g i n  w i t h  c h i l d  a n d  t h e  

A r c h a n g e l  S a n  M ic h e le  t h a t  D r iv e s  O u t  t h e  

d e v i l  is  represented above; the painting is 
by I n n o c e n z o  d a  Im o la  (1494-1550), re 
stored by the Olivetan F r ’ A n to n io  d a  
B o lo g n a " ,4 The refined and lum inous p icto 
rial framing em braces the totality o f the 
hourly space b eat out concentrically by an 
internal zodiacal dial and an external one 
with the 24 hours that are strangely enough 
arranged cou nter-clockw ise. Regarding this 
last aspect it is possible to  agree w ith Brusa 
that “it was only in Italy and in part o f cen  
tral eastern Europe that the calculation in 24 
parts beginning w ith twilight w as insisted 
o n .”5 The m edieval writing o f  num bers in 
Rom an characters norm ally presented  
scriptures that, for exam ple, preferred VIIII 
to IX, XVIIII to XIX, XXIIII to XXIV, but the 
loose  application o f this rule gave life to

m ixed forms— our clock  in fact presents VI 
III, XVIIII but XXIV— until the use o f con  
tracted form s w as com pletely affirmed.6 A 
precedent to this typology o f dial, with so to 

speak conservative writing, is the very 
beautiful clock  frescoed by Paolo U ccello in 
the Cathedral o f Florence; w hile o f  particu 
lar im portance to our case is the “monastic 
aw akener” portrayed in an intarsia in the 
choir o f San D om enico in Bologna, as certi 
fied by  Simoni, adding that “it is a panel o f 
the lectern and it must originate from a 
choir that is older than the sixteenth centu 
ry one that now  exists.”7 Simoni also shows, 
after Britten, a panel o f  inlaid w ood in 
w hich a m onastic aw akener can be seen, 
recognizing it to have originated precisely 
from  the choir o f  San M ichele in Bosco, and 
now  preserved at the Victoria and Albert 
M useum in London." But despite such a sin 
gular origin o f  the panel, the design o f the 
intarsia o f San D om enico appears to be 
m ore indicative for a com parison with the 
large clock  today located in Rizzoli. In fact, 
it is in the dial that w e must look at to find 
the difference: w hile on ce  the image has 
b een  rotated frontally in the aw akener of 
San M ichele in B o sco  the num bers will be 
written in a clockw ise direction, that o f San 
D om enico show s not only a counter-clock 
wise writing o f the num bers, but also a 
nearly identical position o f the numbers 
them selves as com pared to the sixteenth 
century one.
The location o f  the clock  o f  San M ichele in 
the large corridor o f the dom iitory and the 
num erical analogy o f the dial with the m e 
dieval aw akeners cannot but remind us o f 
the concrete  productivity o f  time regulation 
within m onastic life. O n the other hand 
B ened ictine rule had im posed a model of 
organization o f  hourly rhythms that not 
only reconciled  prayer with work, but 
“allow ed for a coincidence betw een time 
and w ork, legitimizing the pragmatic use of 
tim e.”9
Thus, it is not surprising that because o f the 
multiplicity o f their uses and significances, 
chronom etric devices have progressively 
over the course o f  the centuries attracted
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M eridiana, en tran ce hole, 
fresco (monumental corridor).

On prev ious pages
Studio of Innocenzo da Imola,
Clock D ial with Virgin with Child
a n d  San M ichele Driving Away
the Demon, fresco (monumental
corridor).

B elow
Intarsia representing M onastic 
Awakener, detail. Bologna,
San Domenico.



Paolo Uccello, Clock Dial, fresco, Florence, 
Duomo.

the intellectual curiosity o f  m en o f culture, 
while the marvellous refinem ent o f  their ar 
chitecture rapidly adapted them  to e lab o  
rate technical reflections, to penetrate p oet 
ry and artistic representations and to them  
selves b ecom e a reason for art or verses. 10 
From daily object, the clock , in its sun, sand 
and w heel forms, b ecam e part o f  a  sym bol 
ic universe that strengthened and multiplied 
its meanings, exalting in art even its figura 
tive aspects.
Painting, intarsia, iconological and em  
blem atic apparatuses, w elcom e the m arker 
o f time in the golden space o f  their repre 
sentations, as it adequately reflects the in 
genious relationship betw een  art and sci 
ence, as w ell as the dispute betw een art

and nature. And it is for this reason that it is 
not uncom m on to include the clock , partic 
ularly the m eridian and the m echanical 
clock  with a dial, in the notion, perhaps an 
Albertian on e , o f  painting, for Svetlana 
Alpers “a surface or table p laced  at a certain 
distance by  an observer w ho looking 
through it sees another substitutive 
w orld ”;11 or to reflect the im age o f a sort o f 
realistic-descriptive theater that the ey e is 
capable o f  penetrating to understand from  
the outside the hidden m eaning o f  a ci 
phered  m essage.
T he m etaphorical m any voices o f  the clock, 
nevertheless, finds a sem antic constant in 
the allegorical im plication with w hich it is 
raised to sym bol o f a time o f  transience, o f

the fragility o f human living. A poet o f the 
m id-sixteenth century, Francesco Beccuti, 
w as aw are o f  this, and in placid, moralizing 
tones proper to a certain B em besque classi 
cism  w rote: “You, like in a clear mirror, in 
him  at times can  see the invisible flight o f 
that w hich passes and never returns, and 
h ow  our lives are only one hour, and we 
dust and shadow , and under the pole/each 
hum an hop e a fragile glass.”12 
The pictorial setting surrounding the clock 
o f San M ichele in B osco  sharply contrasts 
with the idea o f hum an temporality des 
tined to destruction. There are two levels to 
the setting: that surrounding the hourly dial, 
w here the all naturalistic allusiveness o f  the 
crow n o f flow ers and fruit leads us, in a cli 
m ate o f  abundance, to the profane tem po 
rality o f  the seasonal cycles and o f the agrar 
ian calendars, o f the rotation o f natural 
rhythms and w ork; the other, explicitly re 
calling the altar-piece o f  San Michele 
A rchangelo, again by Innocenzo da Imola, 
immediately introduces us to a sacred di 
m ension o f  time. T he location o f the 
Archangel that slays the devil, o f the Angels 
and o f the M adonna with Child13 leave no 
doubt as to the intention o f symbolically 
and spiritually going beyond the confines o f 
terrestrial time (and o f that o f the clock) to 
celebrate a time released from the weight o f 
the daily, redeem ed by the finite and partial 
circle o f  existence and o f  its com m erces, tri 
um phant in the hopes o f a future beat out 
only by  eternity. It is in the end an attempt 
to harm onize lay time with religious time, 
econom ic time with that o f the feast, and of 
reconciling the productivity o f human ac 
tion with the tension o f  the interior and 
lithurgical life o f  every Christian, projecting 
them  in the linear and eschatological di 
m ension o f  a time o f salvation.14 
M easured since the times o f antiquity by in 
struments o f eveiy  kind, thus, time has nev 
er stopped being an undecipherable enig 
ma for anyone w ho has tried to study its na 
ture and beat out its future. Its elusive mys 
tery crosses the depth not only o f systems o f 
philosophical or religious thought, literary 
or artistic suggestions, but also social dy-
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Intarsia representing M onastic Awakener, 
previously in the choir of the church 
of San Michele in Bosco, now in London 
in the Victoria and Albert Museum.

nam ics, b iological rhythms, anthropologi 
cal structures, m aking any relationship b e  
tw een man and the world m ore com plex 
than we, in daily life, can im agine or per 
ceive. And beyond any faith or ethical-ideo 
logical perspective in w hich each  subject 
recognizes him or herself, the aw areness o f 
a sentim ent o f finitude rem ains alive, regu 
lating the existing as com pared to w hat will 
be, that, w hether lay or sacred, cosm ologi 
cal or theological, appears to us to b e  infi 
nite. To this dichotom y may b e  added a 
second just as intense and vertiginous one, 
just as unresolved and yet present and live 
in our existential path: the perception o f a 
time that is interior to conscience, at times 
totally dissonant with exterior, ob jective 
time, m easured for all by the hours o f  the 
electronic ephem eral, puntiform  and in 
stantaneous, that destroys in indistinct ca  
dences the “com forting” experien ce o f  a

cyclic phenom enon  in w hich past, present, 
and future should alternate.
The clock, today, accom panies us in the dai 
ly theater o f  our m echanical dance, a neutral 
mirror o f  a calculated and miniaturized anx 
iety. But the time o f  art, a great contem po 
rary poet warns us in speaking o f  meridians, 
has nothing to do with “that o f a daily realis 
tic type, and m uch less so  with the m easure 
m ent m ade for the often frenetic projections 
o f m achines. The time o f art is a time that has 
all o f this and som ething m ore”: it carries 
with it an “exquisitely hum an” value, that, 
one might add, in the abstraction o f  evanes 
cent time o f  the instant, still allows itself on  
this side o f death, “Voids, pauses, pauses o f 
delicate eternity”.15
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T h e In ta rs ia s  o f  th e  W o o d e n  C h o ir  
by R a ffa e le  d a  B re s c ia  fro m  San M ich ele  

in Bosco t o  San P e tr o n io
Fabrizio Lollini

A midst the great material and stylistic 
variety of the works o f art that may 
be found at San Michele in Bosco, or 

that originally came from this monastery of 
the outskirts o f Bologna, the intarsias of the 
wooden choir executed by Raffaele da 
Brescia for the Olivetans during the first 
decades of the sixteenth century constitute 
one of the most significant presences: not 
only from a qualitative point of view, which 
is in line with the best wooden art produced 
during that period, but also in terms of the 
role of this work in the history o f taste and 
preservation in the Bolognese area. The 
complex, after the Napoleonic suppres 
sions— between the eighteenth and the 
nineteenth centuries— that also involved 
the cenoby on the hill, was in fact destined 
to the chapel that in the city’s great San 
Petronio is dedicated to the Holiest Sacra 
ment (even if it was only partially reuti 
lized), where it is still kept today. 1 
Raffaele Marone was bom  in Brescia in 1475 
(and he signed his work simply “from Bres 
cia,” Brixiensis)-, at the beginning of the 
new century he joined the Olivetans as an 
oblate: we would be neither reckless nor 
malicious if we said that his reason for join 
ing the order was more artistic and profes 
sional than religious, if it is true that this 
monastic order is the origin o f one of the 
principal lines of development in the art of 
wood during the Renaissance, that rotated 
around the work of brother Giovanni da 
Verona, active throughout Italy, and princi 
pal master of an operative structure that 
nearly monopolized this type of art, nearly 
the founder of a school (although this term 
— and we have purposefully also avoided 
the term “bottega,” that is, studio— does not 
define the mental coordinates and the prac 
tical daily habits of this entity of artistic pro 
duction, totally a part o f the texture of 
monastic reality). He immediately began to 
collaborate with Giovanni on the choir of 
Monteoliveto, work which began (a coinci 
dence is difficult to imagine) between 1501 
and 1502. He then followed his master to 
Naples for the choir of Sant’Anna dei Lom 
bardi, and perhaps to Rome for the seats of

the Stanza della Segnatura in the Vatican; at 
any rate, his transfer to Bologna, where he 
was certainly called through contacts within 
the order, is dated 1513-2 During the same 
year w e have the first news of work on the 
new choir of San Michele in Bosco, that was 
to substitute— probably to up-date its style 
and not as a result of problems related to its 
preservation— the one made about halfway 
through the fifteenth century by several 
wood-carvers from the Modena region. 
Two types o f documentation are available 
to us: technical and more strictly formal 
(even if it is commonly known that in the 
case o f w ooden intarsias this division is not 
such an obvious one).3 
The former documents the purchase of all 
of the instruments required for the job
(1513), as well as the wood, the glues and 
the varnishes (1514 and thereafter); o f prac 
tical interest is the documentation on the 
frequent supply o f gold, that was at times 
bought in Venice, and that must have been 
used to enrich some of the inlaying, so that 
several materials were used, although the 
events o f the chorus— like that o f many oth 
ers— do not always make it easy to obtain a 
reconstruction. W e also know the names of 
those who made up Raffaele’s equipe. a 
rather large fonuation, although how the 
work was distributed and the ergonomics of 
the undertaking are not clear; a certain 
Domenico seems to constitute an excep 
tion: one of a long line of masters in wood 
working, he seems to be responsible for the 
perspective-spatial aspect o f the work.4 
But of more interest is the documentation 
that deals with the graphic planning of the 
work, where w e must always, at any rate, 
keep in mind that the relationship between 
a first drawing and the actual intarsia may 
vary. The famous news of the contract with 
which Amico Aspertino promises to pro 
vide drawings for all o f the part o f the choir
(1514) may, in my opinion, be read as an 
unkept promise, but we do not know why; 
more than the stylistic evidence that, on the 
contrary— as we will see further on—  
speaks of a closeness between Raffaele and 
his “bottega” and a repertory somewhat in 

fluenced by the great master, the docu 
ments available lead us to believe that an al 
ternative was preferred. In fact, we know 
that, on one hand, they turned to Florence 
to purchase drawings that were ready, or to 
have them prepared specifically for the pur 
pose (1515 and 1516); on the other hand, 
drawing for the choir was also done on lo 
cation: the names that we know of—but 
there must have been others— are those of 
the unidentified miniaturist Vincenzo da 
Genova (1514), brother Antonio da Venezia 
(1515 and 1516), perhaps Raffaele himself 
(in 1531 he paints “some figures to make 
paintings,” but certainly not the panels of 
the choir that must have been completed by 
then) and, above all, Bartolomeo Ra- 
menghi; the latter seems to deal more with 
the pictorial aspect, that is, that which goes 
beyond the usual repertory, based either on 
fake architecture or on still life, and plans in 
advance the drawings for San Gregorio in 
1517 and for San Petronio during the same 
year.5
After the suppression in 1798, in 1814 the 
choir o f San Michele in Bosco, broken up 
into its components and only in part reuti 
lized, was transferred to the chapel of the 
Sacramento in San Petronio that— as Massi 
mo Ferretti has reconstructed— ended up 
with the role o f “instrument o f historical 
safeguarding,” assembling objects o f art 
originating from other Bolognese ecclesias 
tical institutions, as well. Eighteen intarsiate 
backs o f chairs were saved of the entire 
wooden structure (we do not know how 
many there were originally) as well as the 
dividing pilaster strips, while the niches lo 
cated above each stall were first lost and 
then destroyed. The relocation divided the 
surviving material into two simple rows, to 
the sides o f the chapel, on which rose a cor 
nice made for the purpose with the coat of 
arms of the Malvezzi family, who at that 
time were the patrons of the sacellum.6 
This event is not an anomalous one, in an 
age when the local artistic patrimony is sub 
ject to dispersion and adaptation, but it may 
be interesting to study whether, in truth, 
there were any particular reasons for this
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Raffaele da Brescia. Intarsias o f  the choir  
o f  San M ichele in Bosco. Bologna, San Petronio.

On previous pag es
Raffaele da Brescia (equ ipe), Jesu s a t  the Well, 
intarsia (church, nave).

specific choice. Even if the sources of that 
period and the successive commentators 
and scholars have not revealed this aspect 
in any way, it seems possible to trace a link 
between the Olivetan convent and the new 
location of the wooden choir— although a 
simple coincidence is also a possibility—  
deserves mentioning. Patronage of the 
chapel of the Sacramento had in fact been 
conceded in 1525 to Captain Ramazzotto 
de’ Ramazzotti (and it remained in his fami 
ly until the end of the 1660s, when it passed 
onto the Malvezzi family), die same who, 
during the same year, had the chapel of the 
Madonna in San Michele in Bosco decorat 
ed, and hired Alfonso Lombardi to make his 
funeral monument; when in 1693, upon the 
death of Roberto Malvezzi, there is a legal 
suit for the inheritance and the patronage of 
the sacellum in San Petronio, the Olivetans 
o f San Michele come forward, claiming their 
rights, because a brother of Roberto, 
Giuseppe Malvezzi (who was also dead) 
had been a member of the order.7 
Thus, if we examine the intarsias that are 
available, we must consider that they con 
stitute an artistic product that is in many 
ways different from that which had been 
foreseen by Raffaello and his clients. First of 
all, the localization: from a closed choir—  
many documents recall structural interven 
tions made during those same years, by 
someone referred to only as Bernardino, 
and pictorial decorations by numerous 
artists, among which important figures may 
also be found, such as Biagio Pupini, and 
Girolamo da Cotignola, who are asked, for 
229 lire, to execute the two panels of the fa 
cade towards the naves (obviously not 
smaller in size)— to a choir that may be con 
sidered even too open in the chapel in San 
Petronio. Then the material lacunae: we no 
longer see on the intarsias those original 
golden highlights that we know to have 
been executed in 1521 by Scipione da 
Bagnacavallo and by Geminiano; and all of 
the material, at the time of its relocation in 
1814, was submitted to a process that is dif 
ficult to define today, of simple restoration: 
“reduce, scrape, shine the intarsiate mirrors,

160



add pieces where necessary.” This was the 
task of the carpenters according to the per 
son coordinating the work.8 
The intarsias o f architectural-perspective 
type obviously derive from the teaching of 
Giovanni da Verona. But the abandonment 
of coordination between outside space and 
inside vision in the work unhinges any val 
ue of suggestion of depth, and even moreso 
of a correct geometrical study: to take on a 
nearly exclusively decorative value and a 
declaredly unfeasible one.9 
The still-lives that appear to be leaning on 
the shelves o f closets, of which the observ 
er (except in one case) views the half-open 
shutters, a topos o f wooden inlaying used 
perhaps too often; they present features of 
accentuated chiaroscuro, and many spatial 
incongruencies, that at times tend to even 
becom e ungrammatical. The usual reperto 
ry is there, with instruments used for mea 
surement, for temporal calculation, for writ 
ing, as well as baskets of fruit and flowers, 
and church ornaments and vestments: and 
not enough has ever been said as to the fact 
that the latter follow typologies that are in 
dependent o f and homogeneous to the de 
velopment of the history o f the intarsias, 
and they do not even minimally attempt to 
go along with the development o f gold- 
smithery, reminding us that we are before 
visual illusions that are directed elsewhere, 
and that do not reproduce the real (not to 
speak of the “natural”), like some descrip 
tive abandonment in bibliography of the 
past might lead us to think. The thick tex 
ture of the shadows connects the single ele 
ments based on a taste that has justly been 
defined closer to the Lombardian tradition 
than to that of the Olivetans descending 
from Giovanni, but that is difficult to relate 
to a precise biographical development of 
Raffaele, who seems to have stably returned 
to his own country only after having con 
cluded work in Bologna.10 
The drawings must have been of consider 
able importance in the formal procedure of 
the work, coming, as aforementioned, from 
different sources. The repertory of the pi 
laster strips, in that beautiful tangle of
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Raffaele da Brescia, Intarsias o f  the Choir 
o f  San M ichele in Bosco. Bologna, San Petronio.

Confessional where an intarsia by Raffaele 
da Brescia’s equipe  has been used (church, 
nave).

pseudoclassical elements and of calligraph 
ic droleries, confirms the relationship with 
the Aspertian sphere that the documents al 
low us to imagine but not define specifical 
ly: this kind of antiquarial taste was not, 
however, infrequent in the Bolognese re 
gion. The backs of chairs with the Santi, 
that today occupy along the two walls a 
more removed place, towards the sides of 
the altar, are interesting for a definition of 
the formal development o f Bagnacavallo 
more as a definite example o f his relation 
ships with important clients rather than as 
actually legible proof o f his style, from the 
moment that the operative realization of 
brother Raffaele cancels the points of that 
which must have been an accentuated 
smoothness (in part due to evident techni 
cal-material differences, in part perhaps a 
question of taste), and solves them in 
minute rages o f essences; and we may 
agree with Ferretti when he says that “it will 
be more opportune to compare these fig 
ures with the similar intarsias o f brother

Giovanni (...) than with other paintings by 
Bagnacavallo.”11
In addition to the mechanical difficulty and 
to the needs related to the craftsmanship of 
masters o f woodworking, that always have 
great difficulty in relating the graphic pro 
ject (whether or not due to great painters) to 
the physical reality o f the intarsia, it appears 
to me that another constant problem in the 
recent artistic literature on the theme is the 
forced comparison between the art o f inlay 
ing and certain perspective choices that 
may be observed in painting on a large 
scale and in miniature painting. In the sec 
ond half of the fifteenth century and during 
the first twenty or thirty years o f the six 
teenth century certain facts appear to be 
parallel— the beginnings o f inlaying in Flo 
rence and the studies by Brunelleschi, 
rather than a certain insistence on the 
chiaroscuro in the intarsias and in the Lom 
bard canvases o f the first half o f the six 
teenth century, to use two known exam 
ples-—is one thing, and these are always
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Raffaele da Brescia ( equipe), Intarsias 
church, nave).

specific themes; while the approach is often 
only determined by an analogous interest 
for the facts of perspective and the prob 
lems of spatial representation, that which 
instead constitutes the main problem of the 
entire history of art in Italy during that peri 
od of time.12
Other components o f the choir of San 
Michele in Bosco are known, that are not a 
part (and the reason is unknown) of the ma 
terials used in San Petronio: five intarsiate 
mirrors, of which four lost in private collec 
tions and one preserved at the Victoria and 
Albert Museum in London.13 
Some doubts remain as to the intarsias recy 
cled to the walls o f the two confessionals, 
that are still today present in the church on 
the hill; nearly all o f the bibliography of the 
past attributes them to Raffaele and con 
firms their original appurtenance to the 
complex of San Michele in Bosco, but ac 
cording to Ferretti any reference to the work 
of the monk from Brescia has been exclud 
ed, and it was doubted that these com po 
nents truly came from the choir (and, if so, 
a successive modification must have been 
made). In truth, the sources o f the convent 
lead us to a total redefinition of the struc 
ture, but at dates that are too late, I believe, 
in relation to the stylistic evidence of the 
two fragments that can still be found in San 
Michele: that indeed are “interesting wood 
en expressions, more advanced and pictor 
ial ones as compared to brother Raffaele,” 
but not enough, it seems to me, to go as far 
as the second half of the seventeenth centu 
ry when first Antonio Levant “takes apart 
and puts together the choir for 96 lire and 13 
‘soldi,’” then Francesco Oppiani— in 1674—  
buys the two confessionals. A reference 
straight to Raffaele for a formal analysis of 
the intarsias is not enough, nor is the affir 
mation by Zucchini concerning the pres 
ence of traces of gold, as we had seen testi 
fied to for the choir, as in 1666 another gild 
ing process is cited in the documentary reg 
isters (but there may have been others). 
Thus, in conclusion, it seems to me that the 
six intarsias that are reutilized— which are 
difficult to include even from an icono-

graphical point of view as to what we know 
today about the choir can again be referred 
to a sixteenth century phase, and eventual 
ly come from one of the accessory parts of 
the choir, perhaps executed by som eone in 
Raffaele’s equipe, somewhat later than the 
term of his stay in Bologna, however at least 
around 1531.14
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country for the abbey of Rodengo and that is now at 
the Museo Cristiano in Brescia, that past biographies 
dated before his sojourn in Bologna, has for some time 
been dated 1535; see G. Panazza, “Le arti applicate 
connesse alia pittura del Rinascimento," Storia d i Bres 
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M ichele in Bosco..., pp. 281, 285.
13 If Caffi, R a ffa e le  d a  Brescia, pp. 667-668, attributes 
the two works to Raffaele, but— it appears— only on a 
stylistic basis, Zucchini, San M ichele in  Bosco..., p. 35, 
has them come with certainty from the chorus, some 
thing that is not evident (as the scholar would have 
liked) in the document dated 1655 reported Ibidem , p. 
36 (the information dated 1666 on the next page). The 
opinion cited in the text may be found in Ferretti, D a 
San M ichele in B osco..., p. 286 n. 17. Several docu 
mentary reports speak of other works by Raffaele in 
San Michele in Bosco: the wardrobes of the sacristy, 
the location of the organ, a San Michele that is not well- 
identified, but that appears to correspond to a painted 
table and— based on totally unreliable sources— the 
drawing that served as a model for the bell tower of the 
church; works that were destroyed or so changed that 
they are illegible; on these and on the confessionals 
see Brizzi, Intarsiatori..., pp. 377-378.
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Va s a r i a n d  “il  D o c e n o ” in  t h e  R e f e c t o r y  
o f  Sa n  M ic h e l e  in  B o s c o  in  B o l o g n a

Vera Fortunati

T hrough brothers I wrote you a letter from 
brothers on the day of San Antonio. Now 
I am sending you a letter from monks, on 

the day of San Bastiano, and the world is full of 
snow. And this is to write to you, as I wrote to the 
Abbot of San Michele in Bosco in Bologna, who 
sends these words to me as to your unique virtue 
and admirable painting:
I would be very grateful if you could take 
Giorgino with you, so that he can see what has 
to be done, and what can be done regarding the 
refectory. And if you reach an agreement with 
him, as I hope, he will be able to decide as to the 
amount of time needed; therefore, do what is 
necessary so that he will indeed come.

Don Miniato Pitti writes to Giorgio Vasari on 
January 20, 1539 revealing his important 
role in procuring assignments in various 
convents for the young artist whenever he 
can: a few years later he will help him ob 
tain work in the refectory of the monastery 
of the Olivetans in Naples.1 The “Abbot of 
San Michele in Bosco in Bologna” is the Flo 
rentine Filippo Serragli, who wants to has 
ten the work that needs to be done so that 
his mandate will be remembered through 
Giorgio Vasari’s tablets and the frescoes. On 
February 2, 1539 a detailed contract is writ 
ten up indicating the topics o f the large 
tablets done in oil, which are to be placed at 
the head of the refectory, The Hospitality of 
Abraham, Christ Teaches Maddalena and 
Maria Makes Preparations, and the Supper 
of San Gregorio with “certain pilgrims,” 
amongst whom Christ appears; a “frieze o f 
grotesques” with stories of the Apocalypse 
along the perimeter of the room and bor 
ders of “garlands done in tempera of fruits 
portrayed from the natural.”2 
The contract also indicates the “expenses” 
paid for two helpers and riding-horses; 
and... rooms, beds and a servant to make 
preparations and cook...”
The work must be completed by the end of 
March 1540. He who suggests the entire 
iconographic plan seems to be the very 
learned friend “fra Miniato Pitti” whose 
“written... done” is mentioned.
Vasari also recalls “the painted wooden or 
nament that corresponded to the tablets,

that was inlaid, gilded, and painted the col 
or o f purple stone.”
The iconographic plan that combines the 
three tablets covers the subjects “that b e  
came usual in refectories up to the manner 
ist age” (Burckhardt).
To this regard Armenini offers detailed in 
formation on the iconographic themes 
adapted to the refectories o f convents:

But it is best if we return to those paintings that 
are expected, and that are suited to refectories, 
because here the excellent modern artists have 
painted stories of banquets, that are the most ap 
propriate of all. Some have portrayed the event 
when Abraham in the Valley of Mambre fed the 
angels. Others have placed there the miracle in 
which Jesus Christ fed five thousand persons 
with five loaves of bread and two fish. (...) There 
are others with similar subjects painted by wor 
thy men who, for lack of time, are not men 
tioned, such as the painting of the supper of the 
Lord in the home of Simon and in the home of 
Marta, and the story of the manna, the wedding 
of Queen Esther with King Ahasuerus; the same 
may be said for pontiffs, as the story of San Gre 
gorio with twelve poor people, amongst whom 
Jesus Christ was also found, is portrayed.3

Burckhardt comments: “Decoration of the 
refectories began with the representation of 
the passion, while the second subject of 
pure devotion was the Last Supper. After this 
the choice of episodes was based more on 
negative than positive motivations, a ban 
quet was biblical or legendary, and it was 
represented so that the imagination of the 
members o f the order would not wander be 
yond what was ecclesiastical and edifying.”4 
The German scholar emphasizes the sacred 
climate that must be created in refectories of 
monasteries: “The refectories o f convents, 
that were often vast, had to be consecrated 
to keep mere pleasures and earthly amuse 
ment afar. The lector’s pulpit, situated at the 
center o f the longest side, often revealed 
the same structure o f the pulpit o f the 
church, even if it at times was simpler. The 
sacred contents o f the paintings done was 
also essential in places such as these.”5 
Burckhardt’s methodological indications on 
the types o f paintings to be placed in refec 

tories of monastic orders are important in re 
vealing the harmony, at the same time indi 
cating any infringements present in the dec 
orative complex of San Michele in Bosco. 
Fra Miniato Pitti seems encouraged not on 
ly by resolves of disciplinary rigor but also 
by the desire to reaffirm the original spiritu 
ality o f the Benedictine Olivetan order, the 
rule o f which was to “receive all guests as if 
they were Christ himself.”6 
The three tablets joined together by the 
theme of hospitality as “fraternal charity” 
must have stood out within the architectural 
context of the refectory, with the adoption 
of decorations that must have isolated the 
centrality o f the religious message underly 
ing the iconographic subjects. The three 
tablets were to be the perspective fulcrum of 
the visual and contemplative route of the 
monk who was to meditate on the original 
spirit of the rule to which he belonged.
In Vasari’s drawing, preserved at the Muse 
um of Wicar in Lille, with Abraham in the 
Valley of Mambre “the framing documents 
the decorative solution of the addition of 
the painting to the architectural context, 
and the experimentation of the young artist 
with an ornament of Michelangelesque, and 
perhaps even Sartesque inspiration ( The 
Last Supper of San Salvi)."'
The problem that is particularly dear to the 
clients seems to be that of providing a wor 
thy cornice to the three tablets to emphasize 
the role o f the paintings as “places” of con 
templation on the original spirituality of the 
mle. To this regard one may look at Decora 
tive Sketch with Supper (Firenze, Uffizi, n. 
953 E), traditionally attributed to Gherardi 
and related by Barocchi to the decorations of 
San Michele in Bosco.8 In Gherardi’s drawing 
the framing of the painting, according to 
Barocchi, is an attempt to obtain “a unifonn 
scansion of the entire milieu, without confer 
ring a preponderant role on the scenes of a 
short wall of the great rectangular space.”9 
Gherardi’s drawing was not executed.
In the drawing in Lille Vasari adopts a 
scheme that is much more sober and ele 
mentary, that does not distract: it concen 
trates the attention of the spectator, the
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On previous p ag es  Albrecht Diirer, San G iovanni Devours
Giorgio Vasari, Supper in the H om e the B ook  and The F ou r Knights
o f  San Gregorio with Twelve Paupers, oil tablet. o f  the Apocalypse, xylographies.
Bologna, National Gallery.

monk seated in the refectory, on the paint 
ings. Vasari’s proposal is justified not only 
because of his rivalry with Gherardi and be 
cause of his desire for self-celebration, but 
also as a response to the reformist urgencies 
of his clients.
In Gherardi’s drawing “the clear Perinesque 
ascendence (Barocchi) becom es the playful 
abandon to the taste of the grotesques with 
cupids and herma, masks and garlands, the 
graphic mobile signs o f which are as dan 
gerous as they are fascinating; they are im 
ages of the indelible seduction of what is 
old, building a subtly erotic story that emar- 
ginates the paintings and thus that function 
of religious pedagogy that seems to be the 
request of the clients.
To decorate an unusual refectory the “Stories 
of the Apocalypse” are chosen, a text that 
“assumes particular importance for the over 
all development of the Christian allegories... 
This memorable text has becom e the princi 
pal inspirer of all of the representations of fi 
nal events, and particularly of the final judge 
ment...” (Burckhardt). In 1514 Amico Asper- 
tini had found inspiration in Giovanni’s 
prophetic text to paint the fresco that was de 
stroyed, at one time located in the facade of 
the original library of San Michele in Bosco. 
It must have been a particularly suggestive 
document for the spiritural life of the monk, 
if the Apocalypse is again thought of to dec 
orate the refectory twenty-five years later. 
Here is Malvasia’s description.10

He asked the Father Abbot to give him the liber 
ty to express one of his thoughts in this work in 
small figures, that is, the sparkling work of 
monks, and having obtained permission he made 
an arras which on one side showed the tireless 
light of paradise radiated like a sun towards 
which small figures portraying the souls of the 
elect walked in mid air on a very fine wire, that 
can just be seen, so high above them are monks, 
priests, princes, common people, emperors, Car 
dinals and Popes, on the other side is an irate, 
dull, black sky full of lightning and thunderbolts 
that is emptied to rain on the inferno, in which 
strangely may be seen the souls of the damned 
tormented by devils: contemplating them is a ma 
tron led by an Angel, and she is tempted by a she- 
devil for lust who has an old woman behind her,

and on the other side is a a banker who denies 
alms to a poor man for avarice, one who covers 
his eyes with his cape to demonstrate sloth, lust, 
gluttony, ire in one man who grabs a poor man 
by the hair and sticks a knife in his throat. He 
painted that from here all mortals from every 
state walked, and made a bridge on which once 
they had arrived it was necessary to get on a pole 
in a precarious position that brought them up 
wards to be received by angels, while if it over 
flowed downwards the devils were ready to 
transport them in Charon’s boat, in the sky vari 
ous figures of the Apocalypse and in the middle 
the scale and the sword alluding to the protection 
of the Archangel Michael, in turn alluding to the 
official Church. Below were the devil monks as 
large as natural seated with their hoods drawn 
over their eyes lost in thought. He wrote his name 
in a small space Amicus Aspertinus Bononiensis 
pinxit and under it on a support of the aforemen 
tioned bridge 1514.

In the polyphonous romance painted by 
Amico Aspertini Bosch’s witchcraft ( Vision 
of the Hereafter, Venice, Palazzo Ducale) 
seems to be united to the dramatic force of 
the great sheets of Durer’s Apocalypse, in a 
radical contrast between celestial Jerusa 
lem, “a tireless light radiated as if from a 
sun” and the wrath o f God,” an irate, dull, 
black sky all full o f lightening and thunder 
bolts” over the terrain city where a “car- 
nevalesque,” Rabelaisian humanity awaits 
judgement, “a she-devil...” a banker who 
denies alms to a poor man...” Then there 
were those “... large monks from the natur 
al seated with their hoods pulled over their 
eyes lost in thought” securing in time the 
“thought” of Amico Aspertini on “the mere 
study of monks,” a “thought” that the artist 
had expressed “in liberty” with the permis 
sion of “Father Abbot.”
Amico Aspertini’s fresco could have en 
couraged Miniato Pitti to propose the stories 
of the Apocalypse to Vasari as a subject to 
be frescoed “around the refectory above the 
wooden backing.” Malvasia’s excited de 
scription expresses the strong dramatic 
force that must have been felt to be present 
in Aspertini’s work, justifiable in 1514, 
when in Italy and also in Bologna hermits 
suddenly appeared to evoke threatening vi 
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Albrecht Dtirer, The F ou r Avenging Angels 
o f  the Euphrates and The Vision o f  the Seven 
G olden C andelabras, xylographies.

sions of ruin, predicting vast destruction 
and the total renewal o f the church.11 
In 1539, when any hope of a reconciliation 
between Catholics and Protestants is about 
to vanish, the choice of the Apocalypse 
seems to indicate reformist desires and in 
tentions as alive as ever within the Benedic 
tine Olivetan order.
The project is a particularly demanding one, 
if Vasari asks for suggestions from his friend 
Alciati, “the inventor o f the new genre of 
emblems,” for the writing to be placed 
above the entrance door, that is as follows:12 
“OCTONIS MENSIBUS OPUS AB AR- 
RETINO GEORGIO PICTUM/ NON TAM 
PRAECIO QUAM AMICORUM OBSEQUIO 
ET HONORIS VOTO/ ANNO MDXXXIX/ 
PHTI.TPPI IS SERRALIUS PON. CURAVIT.”

Vasari at work in the refectory
The arrival in Bologna is described by
Vasari in his “Autobiography”:

In the meantime the aforementioned don Miniato 
Pitti, who at that time was a visitor of tire Congre 
gation of Monte Oliveto, having seen the painting 
of Monte San Savino and the works in Camaldoli, 
found don Filippo Serragli in Bologna, a Floren 
tine abbot of San Michele in Bosco, and he told 
him that, as he had to paint the refectory of that 
honored monastery, he thought that the work 
should be assigned to me and not to anyone else. 
So I went to Bologna, but as the work was great 
and important, I chose to do it, but first I wanted 
to see all of the most famous paintings located in 
that city done by Bolognesi and by others.13

The Bolognese artistic panorama at the end 
of the fourth decade is rich and diversified 
even if Vasari seems to pay particular atten 
tion to Raffaello and Parmigianino without 
forgetting Salviati, who had in the meantime 
arrived in Bologna on his way to Venice. 
Vasari’s sojourn is seen by Bolognese artists 
as a sort of dangerous colonization. And 
Vasari emphasizes this with malignant con 
tempt: “I immediately returned to Florence, 
because Trevisi, master Biagio and other 
Bolognese artists, thinking that I wanted to 
set up a home in Bologna and take paintings 
and works away from them, did not cease to 
disturb me, but they disturbed themselves

more than me, as I laughed about their pas 
sions and their manner o f behaving.”13 
This tone of haughty superiority is found in 
the three large tablets destined to the refec 
tory: Abraham in the Valley of Mambre Of 
fering Food to the Angels {lost), Christ in the 
Home of Marta and Maria, signed in Greek 
and still in its original location, The Supper 
of San Gregorio with Twelve Paupers, 
signed by Giorgio Aretino made MDXXXX 
(Bologna, National Gallery). In the tablet 
San Gregorio is painted according to the 
semblances o f Clement VII, while among 
the table-companions is Alessandro dei 
Medici “in memory of the benefits and fa 
vors that I had received from him” (Vasari) 
as are several Olivetan monks like “the ab 
bot Serraglio, General don Cipriano da 
Verona and Bentivoglio” (Vasari).15 Vasari 
entrusts Gherardi with the painting of the 
table setting: “... the table-setting, the ves 
sels, animals and other things, I had done 
by Cristofano dal Borgo”;16 “Cristofano 
painted the entire setting of the food in a 
very similar and very natural fashion.”17 
Vasari introduces the modem painting of 
history to pontifical Bologna: monumental 
interiors welcome protagonists that recite 
according to a refined Tuscan-Roman deco 
rum: dignified gestural rhetoric, and solemn 
portraiture not without accents of elaborate 
elegance from Pontormo to Bandinelli, 
from Perino and Parmigianino to Salviati. 
Vasari’s minutious description of the tablet 
that has seen since been lost remains, as he 
stops to speak of the variety of luministic ef 
fects:

As for the third story I painted the three Angels (I 
do not know how they came to me) in a celestial 
light, that seems to originate from them, while the 
rays of the sun surround them in a cloud: Abra 
ham adores one of the three angels, although he 
does see the three; while Sara is laughing and 
thinking how that which was promised her can 
be, and Agar, with Ishmael in his arms, sets out 
from the hospice. The same clarity of light was 
used to paint the servants as they ready the table; 
some of them cannot stand the splendor, and 
they cover their eyes with their hands, and they 
try to cover themselves; and because of this vari 
ety of things, although crude shadows and clear
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Cristoforo Gherardi known as “il Doceno” 
and Giorgio Vasari, Stories o f  the Apocalypse, 
frescoes (ex-refectory).

Opposite, below
Giorgio Vasari, Supper in the H om e o f  M arta 
a n d  M aria, oil tablet (ex-refectory).

lights give more force to the paintings, this one 
stood out more than the other two; and varying in 
color, they had a very different effect.18

The stories of the Apocalypse 
In the life of Gherardi Vasari says:

Having during the year 1539 had to work for the 
Monks of Monteoliveto in the Monastery of San 
Michele in Bosco just outside of Bologna, at the 
head of a large Refectory, three tablets done in oil 
with three stories each four arms long, and a frieze 
around the fresco three arms high with twenty 
stories from the Apocalypse in small figures, and 
all of the monasteries of that congregation por 
trayed from the natural, with a division of 
grotesques, and around each window garlands 
with fruits portrayed from the natural that were 
fourteen arms long, he immediately wrote to 
Cristofano to leave San Giustino and to go to 
Bologna, along with Battista Cungi, Borghese and 
his fellow citizen, who had also worked for Vasari 
seven years... After he finished sketching the 
tablets he began to work on the frieze, and al 
though Cristofano was to have done all of the 
work, he had company, because Vasari’s cousin 
Stefano Veltroni came to Bologna from Monte 
Sansavino, who had sketched the tablet of the De- 
posto, and they both did the work together, and 
so well that it was marvelous. Cristofano did the 
grotesques so well that they could not have been 
done better, but he was not able to finish what 
was not perfect; on the contrary, Stefano’s work 
did not have the same refinement and grace, and 
his brush-strokes did not make things stay in their 
places; but because he was very patient, although 
the work was hard, in the end his grotesques were 
done in a diligent and fine manner. Thus, as they 
worked in competition on this frieze, so hard did 
they both work, that Cristofano learned how to 
finish from Stefano and Stefano learned how to be 
more proud and to work like a master.19

Paola Barocchi has taken apart Vasari’s sto 
ry built on the rivalry between the two 
artists according to the topos common to 
many Vasarian lives, attributing to Gherardi 
a relevant role in the execution of the Stories 
of the Apocalypse, and of the grotesques, 
and assigning Vasari the role of inventor of 
the decorative project.20 
Diirer’s Apocalypse is the most important 
source for Vasari, as has previously been in 
dicated by Hermann Fiore who reveals the 
Durerian motifs newly elaborated by Vasari.21
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Vasari himself expresses admiration for 
Diirer’s xylographies:

During the same year in an attempt to give vent 
to his whims Alberto tried to make of the same 
size XV forms cut in wood of the terrible vision 
that San Giovanni Evangelista wrote of in the is 
land of Patmos in his Apocalypse. And setting out 
to do the work, with his extravagant imagination 
and intentions with regard to the subject, he fig 
ured all of those things both celestial and of the 
earth, and he died it so well, that it was mar 
velous, with a variety of animals and monsters 
that it was a source of light for many of our artists, 
who then made use of the abundance, and 
copied his beautiful fantasies and inventions.22

In Vasari’s interpretation Dtirer’s pathos is 
diluted in a perspective rationality that 
transforms the visionary drama of the Ger 
man artist into an orderly allegorical story. 
Thus, from Durer’s xylography of the Angel 
with the Key to the Well of the Abyss Vasari 
takes two episodes, The Angel with the Key 
to the Abyss and The Vision of the New 
Jerusalem. Durer’s apocalyptic woman is 
rewritten by Vasari in two scenes: The Apoc 
alyptic Woman and The Angel with the Seal 
of God Alive. And Vasari also separates The 
Beast that Rises from the Sea from The Beast 
that Rises from the Earth,23 only to cite a few 
examples.
Ronen has observed that “perhaps it is not 
by chance that Vasari arrived at a solution of 
the scenes that was rather similar to that of 
the Lutheran Bible,” noting that thirteen 
scenes (out of sixteen surviving ones) agree 
with those of the first editions illustrated in 
1522-1523 in the Bible of Luther.24 Anna 
Maria Maetzke also indicated the 1534 edi 
tion of the Bible in the translation by Martin 
Luther, printed in Wittenberg by Hans Luft, 
where twenty-six xylographies by an un 
known artist are dedicated to the Apoca 
lypse.25 These clues support the hypothesis 
advanced of reformist expectations present 
in the Benedictine Olivetan order. Vasari 
compares himself with the German artist 
mitigating the “extravagant imagination” to 
narrate the Durer-like visionary inventions 
within the rules of perspective.
The classical nature, a clear and orderly one,



Cristoforo Gherardi known as “il Doceno” 
and Giorgio Vasari, Details o f  Grotesques, 
frescoes (ex-refectory).

of the Vasarian iconographic project gener 
ated by the relationship with Diirer’s inci 
sion, seems to be in hamiony with the spiri 
tuality of several religious movements that 
arose within Catholic reform, that respond 
to Protestant radicalism with the will o f an 
authentic reform of ecclesiastical insitutions 
without unhinging the authority of tradition.

The “garzone”proves to be a unique artist 
The Stories of the Apocalypse like the frieze 
with grotesques are difficult to read today, 
because of tampering that took place in the 
refectory over time, and particularly be 
cause of the considerable restoration work 
done in 1892, assigned to the Bolognese 
painter Achille Casanova.26 
Two stories of the Apocalypse, San Giovan 
ni Devours the Book and The Angels of Death 
have been removed, restored and put back 
on the wall by Ottorino Nonfarmale and by 
his group. The restoration of the two ovals 
makes it possible to better isolate the quality 
of “il Doceno’s” intervention within the 
“Vasarian machination” (Barocchi).
When he arrives in Bologna Gherardi27 has 
already worked with Vasari for Alessandro 
Vitelli: "... in Citta di Castello.” According to 
the Vasarian report the decoration of Palaz 
zo Vitelli; initiated in 1538, when through an 
order by Alessandro Vitelli Vasari goes to 
Citta di Castello and they returned via Cit 
ta di Castello to repair the wall of the Vitelli’s 
garden that was threatened by ruin, and he 
brought Cristofano, and as Vasari had divid 
ed the orders to do friezes in some of the 
rooms, as well as the stories and the divi 
sions o f the sudatorium, and other sketches 
for the loggias, he and the aforementioned 
Battista executed all the work with perfec 
tion...” (Vasari).28 Vasari proposes anew the 
same group in the refectory of San Michele 
in Bosco, a group that also in Bologna “con 
stitutes... an incentive for the osmosis o f ex 
pressive conventions” (Pinelli) particularly 
in the fruitful dialogue with several Bolog 
nese artists such as Prospero Fontana.
In the works in San Michele in Bosco Gher 
ardi reveals that “natural inclination to 
wards painting” and that “grace” “in doing

Giorgio Vasari, A braham  in the 
Valley o f  M ambre, preparatory 
drawing, Lille, Wicar Museum.
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animals,” “grotesques and foliage” that “was 
incomparable” (Vasari).
In the Stories of the Apocalypse, particularly 
in the two restored ovals, as in the frieze 
with grotesques, Gherardi demonstrates a 
rhythmic elegance and a capricious eccen 
tricity somewhere between Perino and 
Salviati, and that will be found in later dec 
orative complexes in Castello Bufalini in 
San Giustino.29
The Bolognese sojourn is important in “il 
Doceno’s” training as he acquires a specific 
identity within Vasari’s group.
After the brief sojourn in Bologna, Salviati, 
who arrived in Venice, in 1540 sends to 
Bologna the Madonna with Child and 
Saints for the Camaldolensian nuns of Santa 
Cristina. The painting by Salviati, “a friend at 
the same time of Vaga, Polidoro, and Primat- 
iccio” (Bologna) also reveals a Venetian sen 
sitivity to color that finds berth in mimetic de 
scriptions of passages of reality. This paint 
ing seems to be important for the “liberation” 
of “il Doceno” from Vasari’s authority. 
Prospero Fontana is also in Bologna, having 
returned from Genoa where he worked 
alongside Perin del Vaga “in the palace of the 
Prince Doria... and in the rooms of the Palace 
of the Signoria and particularly in that of the 
Consiglio...” (Borghini). Fontana is attempt 
ing to assimilate the Genoese experience in 
the fascination of the courtesan manner of 
Parmigianino and Girolamo da Carpi. These 
presences lead Gherardi to prefer the “grace” 
of Perino like the Parmesan “values” of 
Salviati in the mandatory comparison with 
the Vasarian academy. Thus, Gherardi’s 
“manner” is bom in the Stories of the Apoca 
lypse as in the frieze with grotesques: a light, 
quick brush stroke, vast apertures on 
scenery, elaborate hairdos, flying angels, 
draperies and graceful positioning, and, 
above all, “capricious inventive” (Barocchi) 
in doing the grotesques. Within the calibrat 
ed decorative scansion “imposed” by Vasari 
is inserted the imagination of “il D oceno,” 
who with light, mobile, and rapid marks ex 
presses “naturalia” and “mirabilia”: lions, 
birds, dinosaurs, winged horses, winged Vic 
tories, phytomorphous animals, masks...

Later in Rome Gherardi will repeat the or 
namental motifs invented in Bologna in the 
decoration of the room of the Aquile in 
Palazzo dei Conservatori and in the decora 
tive com plexes o f Castel Sant’Angelo where 
he will find Prospero Fontana at work.30 
In the refectory of San Michele in Bosco 
Gherardi is revealed to be a fascinating pro 
tagonist o f the rules o f manner, celebrated 
by Vasari in the poem dedicated to the “gar- 
zone” after his death, perhaps to sublimate 
the ambiguity o f a difficult relationship:

Here in the earth lies the great painter, 
Cristofano, w ho ivas eq u a l to nature  
Having cared for animals and bodies, plants, 
greenery, fruits chiaro and scuro;
He made the air lovely, as he did painted 
horror.
That with your beautiful drawing, in shadows 
and light,
Fire, greenery, rough torrents, fogs and rivers, 
Were given life that was pleasing...31

Notes
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T h e  O r g a n  o f  t h e  C h u r c h  
o f  Sa n  M ic h e l e  in  B o s c o

Oscar Mischiati

D evotion to the contemplative life—  
that is the essence o f the monastic 
vocation— with the passing of the 

:enturies has also involved the conception 
tself of the site where this life takes place, 
;o that it is transformed into a prefigura- 
:ion— as much as possible on this earth— of 
hat perfect city, Jerusalem coelestis, that 
:onstitutes the final destination of this voca- 
:ion. This explains why churches, monas- 
:eries, and abbeys are usually notable edi- 
:ices in their architectural layout when they 
ire not actually magnificent in their lithurgi- 
:al furnishings, of a nearly always excellent 
artistic quality that not infrequently is actu 
ally extraordinary. Still today, despite the 
fact that two centuries of dissipation, dis 
persion, suppression, tampering and de 
struction have gone by, the however resid 
ual nobility and beauty of the environment 
and of the furnishings are responsible for 
the fact that access to a church erected by a 
monastic order invariably constitutes a m o 
ment of strong aesthetic and spiritual sug 
gestion. And within this picture the church 
es of the Benedictine monks o f the congre 
gation of Monte Oliveto (known as Olive- 
tans) are not of secondary importance: suf 
fice it to consider, along with that o f San 
Michele in Bosco in Bologna, San Vittore in 
Milan, San Sepolcro in Piacenza, Santa 
Maria in Organo in Verona.

An element of great importance in the fur 
nishings o f these churches has always been 
the organ; and this is so for two reasons. 
The first is constituted by its strong symbol 
ic importance as a sonorous instrument of 
announcement (more or less like bells); in 
fact, not by chance during the Renaissance 
its front part was closed by painted shutters 
on the two panels of which (usually the out 
side ones) the evangelic episode of the An 
nunciation was represented. The second, 
which is not less important, was its function 
as support to the chant of the monastic 
community, a support which was not that of 
accompaniment— as is often asserted 
undiscerningly, as the concept o f accom pa 
niment presupposes a musical conception

related to tonal harmony that is totally out of 
time and place for the monody that we usu 
ally call Gregorian— but of intonation and 
alternation.
The days of the monk are divided by the 
hours o f divine office (matins, lauds, prime, 
terce, sext, nones, vespers, compline); a 
conspicuous part o f this officiation is consti 
tuted by prayers destined to song (soloistic 
hour, choral hour) and nearly always struc 
tured in strofes (like hymns and sequences) 
or versicles (like psalms, canticles: Benedic- 
tus, Magnificat and like the parts o f the pro- 
priurn and of the ordinarium o f the mass). 
Now, for as long as we can remember, the 
antiphonal execution— that is, the alterna 
tion of two groups o f choristers that are ma 
terially identified with the monks arranged 
on the two wings of the choir-stalls— is 
modified, assigning the organ the task of 
playing in the place o f one o f the two 
groups; thus, an actual organ literature was 
created, intimately linked to lithurgical 
chant, as the organist fulfilled his task musi 
cally elaborating the Gregorian melody of 
the versicle that it was his turn to do. By do 
ing this, the sound of the organ also con 
tributed to maintaining the company of 
choristers “in tone,” in fact the ceremony 
opened with the sound of the organ that 
“set the tone.”
This is the practice that is documented and 
illustrated in the composition work and in 
the theoretical-didactic writings o f perhaps 
the most famous monk of the Olivetan 
cenoby, Adriano Banchieri (1568-1634).
The consequence o f this function was that 
the organ had to be located in the place that 
was closest to the choir-stalls, and this was 
also the case in San Michele in Bosco.
In this Bolognese church, the choir occu 
pied the entire tribune, that is, the raised 
portion of the edifice, separated from the 
underlying part destined to the faithful by a 
small wall at the center o f which was a rail 
ing at the top of the flight o f steps that con 
nected the two areas o f the edifice itself; 
originally, the organ was located on the left 
wall of the lower church (above the chapel 
of Santa Francesca Romana, that at that time

did not exist) immediately behind the afore 
mentioned dividing wall, so that the sound 
was directly projected onto the choir-stalls.

The history o f the organ of San Michele in 
Bosco begins in 1524, when the monks 
asked the organ-maker from the Brescia- 
Mantova region Giovanni Battista Facchetti 
to construct an instrument measuring 12 
feet (or, according to the wording of the 
document, “from ten to ten and a half feet in 
Venetian style”) and made up of 8 stops, for 
the price o f 280 ducats, with the explicit 
condition that it had to be “the best in 
Bologna and for 50 miles around.” As only a 
late register of the original document stipu 
lated between the monks and the organ- 
maker is available, nothing more is known 
about the physiognomy of the instrument; 
nonetheless, on the basis of what is left of it, 
and on the little information that we do pos 
sess as to the events that followed, it may be 
inferred that those eight stops must have 
corresponded to Principale, VTIIth, XVth, 
XEXth, XXIIth, XXVIth, XXIXth and Flute in 
VUIth, while its keyboard must have had a 
range— at that time classical— of 47 keys: 
Fa_j -Fa4 without the first two chromatics. 
The organ had just been finished building—  
it took until 1526 also because of its case 
that was sumptuously carved by a lay broth 
er o f the order, Raffaele da Brescia— when 
the instrument underwent its first injury by 
the troops returning from the sack of Rome; 
Facchetti was asked to repair the damage, 
and he did so between 1529 and 1530.
After a bit more than half a century, in 1584 
the bellows were made over, and a stop was 
added, which was not further specified, but 
that we may identify as that “stop of the pi- 
va” that we will encounter later on, in all 
probability, a reed register o f the “regal 
type” (that is, with a shortened tube). This 
operation may have been carried out by 
Paolo Cipri, who practiced this type of reg 
ister, and who was documented as being 
the curator of the instrument itself a short 
time later. In 1609, his son, Agostino, was 
asked to remake the keyboard, inasmuch as 
he was extending the range of three keys in 
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On previous p ag es  
The organ of the church.

Innocenzo da Imola, M adon na with Saints 
Cecilia a n d  Girolamo. Correggio, Municipal 
Gallery.

volving the addition of 27 organ-pipes: the 
keys are easily identified as the high Fa#4, 
Sol4 and La4 and the number o f organ-pipes 
corresponds precisely to the nine stops that 
the organ had at that time.
The Bolognese Aurelio Bonelli was then the 
organist o f the church, although he was 
more famous for his activity as a painter and 
as a collaborator o f the Carraccis in the dec 
oration of the famous octagonal cloister in 
the same cenoby (1605-1616); it is probable 
that he left his post to Adriano Banchieri, 
who around 1607 stopped travelling be 
tween the various monasteries o f the order 
(Lucca: SS. Bartolomeo e Ponziano, 1592; 
Siena: San Benedetto, 1593; Imola: Santa 
Maria in Regola, 1600-1603; Gubbio: San 
Pietro, 1604; Venice: Santa Elena, 1605; 
Verona: Santa Maria in Organo, 1606; Monte 
Oliveto, 1607).
When the Cipri family became extinct in 
1615, maintenance of the organ was proba 
bly assigned to the new emerging figure of 
the Bolognese organ-maker Antonio Dal 
Corno alias Colonna, from the surname of 
his adoptive father and his master Vincen 
zo, the illustrious Venetian organ-maker, 
who had come to live in Bologna around 
that same year. It is Antonio Colonna who 
in 1637 does the difficult job of making over 
the spring chest (in all probability, o f the 
same type as that of Facchetti) and the re 
lated elements (rollerboard, keyboard, rack 
board), who restores the bellows (“using 
old frames and beams that will be suffi 
cient”) and the organ-pipes, as well as re 
pairing the “stop of the piva” and the tremo 
lo; all for 500 lire. Although it was not con 
templated in the agreement made nor was it 
recorded in the accounting documents, 
Colonna may have added another stop, 
Flute in Xllth to the instrument.
Soon after Colonna was again the protago 
nist o f an important event: the transfer o f 
the organ, complete with its case and 
gallery, above the entrance door. The 
monks evidently intended to adapt their 
church to the new devotions o f the 
Baroque age by building two chapels— one 
devoted to San Carlo Borromeo, the other

to Santa Francesca Romana, a member of 
the Olivetan order, the former canonized in 
1610, the latter in 1608— and they did not 
have much of a choice in terms of a loca 
tion, as the church was not large, the only 
possibility in fact being the part o f the wall 
partially occupied by the organ; and so it 
was decided to transfer it. The operation 
took from 1653 to 1656: transfer of the or 
gan was ended on Holy Saturday (April 4) 
1654; the rest o f the time was needed for 
building work, carpentry, painting and gild 
ing. Among other things, the w ooden front 
was also modified; perhaps to facilitate ac 
cess to the inside o f the instrument for nor 
mal maintance operations, the case was 
made deeper by moving back the outside 
angular portion of the facade: in place of 
the original semi-pilaster strip thus moved 
back was located a wooden cabled column 
of composite order. The building work was 
assigned to the master-builder Francesco 
Dotti, carpentry work to Antonio Levanti, 
painting and gilding to Pietro Maria Barelli. 
Colonna’s task seems to have been limited 
to the pure and simple transfer, nonethe 
less, with a different arrangement for the 
bellows in a room adjacent to the right ex 
tremity o f the gallery, and consequently 
with the constmction of a new bellows, 
probably located in the basement o f the 
case because o f the distance that had been 
created between the instalment and the 
bellows, that remained as such until the eve 
o f its most recent restoration.
Antonio Colonna, who died in 1666, was 
substituted by his son Giovanni Paolo for 
the maintenance of the instrument, hired to 
start in 1688 by Carlo Traeri from Brescia, 
who, just one year later, added “three con 
trabass wooden organ-pipes,” evidently 
corresponding to the keys Do _j, Re j, and 
Mi_p the organ was thus extended by 53 
notes (Do,} -La4) with the first short octave 
and without Sol#4, and the first three keys 
were limited to the sole Principal one. 
Carlo’s son, Giovanni Francesco Traeri, in 
1724 made some important changes, princi 
pally consisting in lowering the tuning by a 
semitone, making over the front pipes and

keyboard, as well as adding two stops. To 
make the first change— as may be read in 
the contract— he lengthened the first three 
organ-pipes in wood of the Principal (the 
work of his father, as we have just seen), he 
added a new organ-pipe at the head of all of 
the stops (corresponding to the key Fa.j, 
that relative to the Principal was made of 
wood), moving towards the high all the oth 
er metallic ones; the two new stops were 
the Voce Umana (located on an addition to 
the spring chest) and a “new stop of ripieno 
organ-pipes to give more spirit to the or 
gan,” that is, a XXXIIIth, probably pairing 
the XXIXth.
What the contract stipulated with Traeri 
does not explain is that the first metallic or 
gan-pipe of the Principal, constituted by 
that located at the center of the front made 
over by Traeri himself, was (and has re 
mained) La_p this means that after the addi 
tion of “Mi Re Ut” in 1689 and before 1724, 
the pitch o f the instmment was lowered 
with the central organ-pipe going from Fa,} 
to Sol,}; evidently, at the time of the plan 
ning, Giovanni Francesco Traeri did not 
consider the possibility, perhaps forgetting 
it or even overlooking it.
The “stop of the piva” disappeared without 
leaving a trace in the documents, and the 
organ at that time had eleven stops: Princi 
p a l ,  VIIIth, XVth, XlXth, XXIIth, XXVIth, 
XXIXth, XXXIIIth, Voce Umana, Flute in VI- 
Ilth, Flute in Xllth. In fact, this seems to be 
their number when, in 1752-53, Giuseppe 
Gatti and his son Filippo intervene to give 
the instmment its nearly definitive physiog 
nomy: they in fact make over the old chest, 
this time rebuilt as a “slider chest,” extend 
ing the range of the keyboard in the high 
with 4 more keys corresponding to the 
notes Sol#4, Sibemolle4, Si4, and Do5, and 
consequently constructing “44 lead organ- 
pipes” relative to the different stops. It was 
necessary to make over the keyboard, 
rollerboard, rack board, stop jambs, and 
pedals, the five bellows were leathered 
over, and the “intonation was renewed so 
that it was better than the present one.” 
Once the laborious work of restoration had
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ended, ordinary maintenance work had to 
be assigned— as was the habit— to the Gat- 
tis, nonetheless positively documented on 
ly from 1776 on; until the year 1793 Filippo, 
for 1794-95 his son Vincenzo, for 1796-98 
the Gatti brothers.
Between 1753 and 1776 (in any case before 
1788) the Contrabasses are added to the 
pedal— to judge from the building of the 
chest, showing unequivocal traces o f typi 
cal “clips” for the closing shutter— by an or 
gan-maker o f the Venetian school; due to 
the fact that in 1760 precisely the founder of 
this school Don Pietro Nacchini and his 
pupil Francesco Dacci built an organ for the 
Bolognese church of San Domenico (in cor 
nu epistolae o f the major chapel, which in 
part still exists), an attempt was made to 
propose their paternity to this addition; 
which might also be aspired to by another 
great pupil o f Nacchini, Gaetano Callido, 
who in 1778 provided a new instrument for 
the suburban church of San Vitale di Reno. 
Using that school as a model, the Contra 
basses were made up of 8 organ-pipes (a 
short octave) o f 16 feet and 12 organ-pipes 
of 8 feet (a chromatic octave); in 1788 Filip 
po Gatti added four organ-pipes to make 
the progression of the series o f 16 feet also 
chromatic.
The last intervention of historical impor 
tance— at least for our handicraft tradi 
tion— was the restoration done in 1852-53 
by the brothers Cesare, Ferdinando and 
Quintino Rasori, as hired by the pontifical 
commissioner Monsignor Gaspare Gras- 
sellini, who then resided in the convent 
transformed into a legatine villa the day af 
ter the suppression— put into effect by the 
Napoleonic government— of the religious 
corporations, and consequent banishment 
o f monks, with confiscation of their proper 
ty and loss o f most o f the furnishings (par 
ticularly painful is the destruction of the 
choir-stalls, carved by the same author of 
the organ case!). As the relative documenta 
tion cannot be found, the consistency of the 
work done by Rasori may be determined by 
examining the various parts o f the instru 
ment, made possible during the recent

restoration. In substance, they extended the 
range to 59 keys (Fa_j -Fa_5 without the first 
two chromatics), digging out the grooves 
corresponding to the 5 keys added to the 
high— at the center o f the spring chest in 
serted between the original ones relative to 
the more grave notes; they added two slid 
ers to the bottom of the slider chest to locate 
the Flutta soprani and the Voce Umana, the 
latter removed from its original location 
(where the organ-pipes o f the Principale so 
prani were arranged, in order to obtain—  
with evident practical-executive benefits—  
a division of the fundamental stop in basses 
and sopranos); they also added the Comet- 
ta soprani (Flute in XVIIth) obtaining a slid 
er from the false slider separating the Flute 
in Xllth and XVth and probably added the 
XXXVIth pairing it with the XXXIIIth. They 
also made over all of the pallets o f the wind 
chest, the rollerboard, the keyboard, per 
haps even the pedal and the stop jamb. 
Thus enlarged and modified, the Facchetti- 
Colonna-Traeri-Gatti-Rasori organ arrived 
until the year 1925, when— at the expense 
o f Vittorio Putti and under the supervision 
of Maestro Guido Guerrini (of the Liceo Mu- 
sicale o f Bologna)— it was submitted to a 
not very respectful restoration of its histori 
cal substance by Abele Marenzi: the key 
boards w ere substituted (the range of 
which was “normalized” to 58 keys: D o1 
La5) and the pedal (o f 27 horizontal keys: 
D o j -Re^); in the place o f the original and at 
any rate antique stops, Flute in Xllth, Cor- 
netto and Flutta were located Viola Gamba 
8 ’, Violino Soprani 8 ’, and Bourdon 8 ’, re 
spectively (integrated for the basses with a 
make-shift spring chest activated by pneu 
matic-tubular transmission), all made up of 
organ-pipes o f industrial manufacturing 
and of poor material (the worst o f all zinc); 
the bellows was also made over reduced to 
a single great horizontal bellows, nor were 
the commands of the stop saved that— re 
duced to ten— were arranged “like buttons 
placed on top of the keyboard” with the ad 
dition of the inevitable “small pedals” (for: 
Attacco tasto/pedale, Ripieno, Mezzo forte, 
Tremolo).

A particularly unpleasant aspect of the inter 
vention was the application of an anti-aes 
thetic wooden box at the foot of the three 
central front organ-pipes that acted as a little 
wind chest so that the organ-pipes would 
correspond to the respective keys of the 
pedals by pneumatic-tubular transmission. 
The restoration currently being done— be 
gun in 1989 and now in its last phases—  by 
Franz Zanin of Camino al Tagliamento 
(Udine) funded by the Ministry for the Cul 
tural and Environmental Estate— has aimed 
at bringing the instrument to the best condi 
tions o f efficiency on the basis of its eigh 
teenth century fashion: in substance, the 
master slider chest has been restored to 11 
sliders and to 54 grooves as it was original 
ly, covering the grooves, the holes and the 
make-shift holes that Rasori and the Maren- 
zis had made weakening the structure and 
making correct air-tightness difficult; the 
keyboard and the pedals were rebuilt on 
the model o f those— the work of the Gattis 
themselves— of the organ of the basilica of 
San Martino in Bologna. The basses, too, 
have found their original physiognomy (8 
organ-pipes o f 16’, 12 o f 8 ’), while the two 
wedged bellows have been rebuilt and 
placed in the basement o f the case. On the 
precious traces of the carpentry of the same 
basement the stop levers have been re 
arranged in a horizontal row in conformity 
with numerous surviving examples in 
Bologna (San Petronio, San Martino, San 
Bartolomeo, etc.).
The patient census-taking and rearrang- 
ment o f the wooden and (above all) metal 
organ-pipes has been an important part of 
the project; this has allowed us to identify 
the different paternities: Facchetti (preva 
lently the major organ-pipes o f VUIth, XVth, 
XlXth, XXIIth, Flute in VUIth), Colonna 
(Flute in Xllth, some Ripieno), Traeri (a part 
of those o f the front, Voce Umana, various 
ones o f the Ripieno, Gatti (various one of 
the Principale and of the Ripieno, in partic 
ular the “repetitions”), Rasori (integrative 
organ-pipes o f the various stops). As for the 
wooden organ-pipes, at the end of the re 
arrangement two large pipes remained of
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Organ, detail of the keyboard.

Giovanni Francesco Barbieri known 
as “il Guercino,” Two Musicians. Windsor 
Castle, Royal Library.

excellent manufacture that could be used as 
Do^ and Re_a of the Principale; thus, it was 
decided to restore— at least limited to this 
register— the range of 16 feet, thus estab 
lishing the keyboard of 57 keys 0 ) O j ,  Do5) 
and arranging the first five organ-pipes 
(three o f which rebuilt because they were 
missing: Mi.1, Fa^, Sol^) in wood on a sep 
arate chest.
The restoration work also involved the case, 
assigned to Pietro Tranchina for a series of 
delicate operations: woodworm disinfesta 
tion, removal o f painting over and false- 
gilding, and consolidation of the surviving 
gilding, sporadic reintegration of the fallen 
elements and general verification and con 
solidation o f the structures.

Sources and references

Except for the documentation on the restoration work 
done in 1925, preserved at the Administration of the 
Rizzoli Orthopaedic Institute, the documentation pre 
served in the archives of the monastery of San Michele 
in Bosco may be found in the Archivio di Stato of 
Bologna, “fondo Demaniale” (of which were used nn. 
77/2249, 83/2255, 86/2258, 88/2260, 108/2280,
152/2324, 177/2349, 179/2351, 183/2355, 196/5192); it 
is known that at the time of the Napoleonic confisca 
tion a drastic elimination was made of nearly all of the 
accounting books in the convent; fortunately a howev 
er partial “register” was compiled during the eigh 
teenth century made up of ms. 49 and 51 of the 
Malvezzi collection of the Biblioteca Comunale of 
Bologna. The first to work on it was Guido Zucchini, 
“S. Michele in Bosco di Bologna,” L A rchiginnasio-Bol- 
lettino d ella  B ib lioteca  C om u n ale d i Bologna, XXXVI- 
II, 1943, pp. 18-70 (37-38 the organ).
On Facchetti see Oscar Mischiati, “Documenti sull’or- 
ganaria padana rinascimentale-I G.B. Facchetti,” 
L ’O rgano-Rivista d i  cu ltura o rg an aria  e  organistica, 
XXII, 1984 (1988), pp. 23-160; Oscar Mischiati, a d  vo- 
cem , in D izion ario  B iog ra fico  degli Italiani, Rome 
1994, pp. 19-24; on the same repertory see also the 
voices, edited by the writer, on Adriano Banchieri, vol. 
V 1963, pp. 649-654, Aurelio Bonelli, vol. XI 1969, p. 
745-747, Colonna family, vol. XXVII 1982, pp. 245-253. 
On Bancheri see also O. Mischiati, “Adriano Bancheri 
(1568-l634)-Profilo biografico e bibliografia delle 
opere,” A n n u ario  (1965-70) d el Conservatorio d iM u-  
s ica  G.B. M artini d i  B ologna, 1971, pp. 39-201 (also 
printed separately with 6 pp. of A d d en d a  et Corrigen 
da , Bologna 1971).
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Vir t u o u s  A c a d e m ic  Ga t h e r in g s  
in  t h e  Sh a d o w  o f  Sa n  M ic h e l e  in  B o s c o

Stefano Albarello

A t the dawn of the seventeenth centu 
ry the city of Bologna was experi 
encing a fervid cultural season in the 

fields o f literature, poetry, painting and mu 
sic. Thus, academic institutions, known as 
“Accademie” proliferated, supported by the 
nobility and the middle class. Among these 
the most famous ones were that known as 
“Musatena” which then gave life to the “Ac- 
cademia dei Gelati” as was the desire of the 
philosopher Melchiorre Zoppi; that o f the 
“Notte” where texts in Latin and in the vul 
gar were read, or the “Accademia degli Ar- 
denti” also known as “Academia dal Port” 
because of its location, only to name a few. 
At the end of the sixteenth century the 
monastery o f San Michele in Bosco also 
gave life to an “Academy” founded by one 
of its most illustrious sons, Adriano 
Banchieri (1568-1634) who, in addition to 
being an Olivetan father, was also an emi 
nent protagonist o f the cultural life of 
Bologna and of the history of music.
We will not stop here to tell the story of this 
man, about whom so much has been writ 
ten, but by looking at several texts that he 
had published it is interesting to recount the 
story o f the fervid cultural activity that b e  
tween the sixteenth and the seventeenth 
centuries witnessed the the Olivetan ceno- 
by as a very active center o f literary, musical 
and theological culture. The Cartella Musi- 
cale dated 1614, one o f the various treatises 
on cantus firmus for the use o f clergymen 
written by our Olivetan father, tells us o f the 
proposal to constitute an “Academy,” to be 
accomodated precisely within the monas 
tery of San Michele in Bosco. The purpose 
o f the “Academy” was to have been the mu 
sical and literary education of youths, a 
school that would have been open not only 
to the Olivetan monks, but also to the 
youths of the Bolognese nobility. In the in 
troduction to Cartella Musicale Banchieri 
skillfully illustrates the precepts to “be able 
to create an Academy in the Most Honor 
able Monastery of San Michele in Bosco .”
In Lode della Musica, a preamble to the 
chapters that follow, he harks back to the 
tradition of the Greca Academia where “in

addition to studying good literature, they 
were also gratified... by Music”.
In the numerous throng of historical per 
sonalities who dealt with music he uses the 
example of the philosophers Pythagoras, 
Aristotle and Boethius; he also recalls that 
“The Royal Prophet David (...) was the 
Prince o f that musical Academy that with 
many graceful voices and sonorous instru 
ments honored the Ark of God.”
Banchieri wanted to justify the lofty inten 
tions o f the foundation that he was about to 
create, at the same time providing a warm 
image of celestial harmony: “and in Heaven 
does not that sacred Academy of Angelical 
Spirits assiduously contemplate the Holy 
Trinity with the very graceful concert o f the 
Seraphs who sing before the Most Sacred of 
Thrones?” Thus, to better represent on earth 
that harmony that is transformed into “Spir 
itual and ecclesiastical concerts” in the 
name of Santa Cecilia “devoted to Musi 
cians” he “will create the virtuous A cade 
mia de i Fioriti’, that will express both good 
literature and Music.”
Hence, Musical Mondays were instituted, 
cultural reunions concerning concerts and 
dissertations on music, open to the highest 
representations o f the city.
Banchieri illustrated in detail the organiza 
tion of the institution, the precepts and the 
subjects dealt with during the meetings, the 
observance of rules and discipline.
The Cartella of 1614, and precisely in the 
seventh chapter, read “that which must be 
done on the day of the Academia (...) after 
Vespers the Custodian will immediately ad 
vise the ‘M.R.P.’ Lector, and the bell will be 
rung 25 times, and the students upon hear 
ing it will go to the room of the ‘P.’ lector to 
accompany him to the Academy; once they 
have met and been seated they will for their 
amusement hold a concert o f Voices on the 
spinet, at the end of which the ‘Cathe- 
drante’ will give an Oration (...), after which 
a Motet or a grave spiritual Madrigal will be 
sung, for example, by Orlando Lasso, Pale- 
stina or others, and also sung will be one of 
the Madrigals o f the Most Gentle modem 
composer Claudio Monteverde (...) and it

will be sung without a table instmment (...).” 
This was the musical and cultural environ 
ment of Banchieri’s Academy, where the 
work of composers such as Lasso and 
Palestina was associated with new genres of 
composition by Monteverdi, even if “spirit- 
urally camouflaged.”
It was an “Academy” interested in what was 
new, according to a spirit of knowledge and 
exploration so fitting to Banchieri’s person 
ality.
Unfortunately, this institution did not last 
more than a decade and it was forced to 
close because o f its incompatibility with the 
monastic principles o f the order to which 
Banchieri himself belonged.
But on its ashes was soon bom  a new 
“Academy,” “dei Filomusi,” founded thanks 
to the will of Girolamo Giacobbi, a Maestro 
in San Petronio, and someone that 
Banchieri saw frequently, using the pseu 
donym “Dissonante” to refer to him.
The “Discorso” in Bolognese dialect written 
in 1626 by Camillo Scaligeri (who is none 
other than our Banchieri), through two per 
sons who really did exist, the Bolognese no 
tary Ottavio Arzellati and the nobleman 
from Siena Vespasiano Testa, describes the 
activity o f the “Accademia dei Filomusi.” 
Referring to the work of the “Academy” 
Arzellati says: “the Musicians are all com 
posers, who sing and play different instru 
ments, the Monochord, the Lute, the Guitar, 
the Pandora, the Trombone, the Horn, the 
Fife, the Flute, the Violone and the Violin, in 
other words, EVERY KIND OF MUSICIAN.” 
“The room where the Academy meets is all 
decorated with golden ornaments, with an 
eminent Theater that has two members op 
erating it, and excellent Painters, Reni, Car- 
razza, Cintin, and others.” These gatherings 
would at times becom e a solemn event for 
the entire city, with the Mass recited using 
sumptuous representations, as in the case of 
Flora, a theatrical representation recited to 
music by Banchieri Benedetti and Giacobbi. 
Important personalities in music participat 
ed in this type of manifestation, including 
the “Gentle” Claudio Monteverdi who, on 
January 17, 1620, the feast day of San Anto-
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nio, honored the meeting of the Academy in 
San Michele in Bosco with his presence. 
And precisely in his honor “orations and 
harmonious concerts were given.” And the 
dialogue also tells us that during the years 
1624-1625 “Claudio Monteverdi, Maestro of 
the Chapel o f San Marco in Venice, and 
Agostino Facco, Organist in the Cathedral in 
Venice” became members o f the Academy.

Banchieri’s descriptions recall the way in 
which one of these artistic-literary meetings 
in the “Accademia dei Filomusi” was run. It 
was the 1626 meeting, for which a detailed 
chronicle was printed in the form of a pam 
phlet by Bartholomeo Magni Gardano. The 
text was entitled Virtuoso Ritrovo Accade- 
mico, and it includes the music and the ex 

act manner in which the meeting of the “Ac- 
cademici Filomusi” on September 14, 1625 
was run, during which Sampogna was dis 
cussed, and on which a libretto was written 
concerning the text o f the debate, entitled: 
La Sampogna Musicale printed in Bologna 
by Girolamo Mascheroni.
“After a Ripieno of various and different Mu 
sical Instruments,” violins, viole da braccio, 
violones, the orator, Dissonante, o f the 
“Academia Filomusi,” introduced the disser 
tation; after which “several sonatas” were 
played, “using voices and instruments,” 
madrigals for one and two voices in concert 
with violins. The speech concluded with a 
third section of pieces for several voices and 
symphonies among which La Sampogna 
written for four viole da braccio; all was

concluded with “a ripieno of voices and in 
struments in Final Applause.”

Sources

From the Civico Museo Bibliografico Musicale di 
Bologna:
Banchieri, Adriano. Lettere armoniche del R.D.P. 
Bologna: 1628.
Cartella musicale nel canto figurato..., Venice: 
1614.
Scaligeri dalla Fratta, Camillo. Discorso. Bolo 
gna: 1626.
Banchieri, Adriano. La Sampogna Musicale. Bo 
logna: 1625.
II virtuoso ritrovo academico del Dissonante, 
Venice: 1626, from the British Museum of Lon 
don.
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T h e  O c t a g o n a l  C l o is t e r  
w it h  t h e  Cy c l e  o f  St o r ie s  o n  Sa n  B e n e d e t t o  

a n d  Sa n t a  C e c il ia

Maria Silvia Campanini

M uch of the “tourist” attraction of the 
octagonal cloister o f San Michele 
in Bosco is still today expressed in 

the sign of an absence, a visual experience 
that can no longer be recovered: the vast cy 
cle o f mural paintings with Stories from the 
lives of San Benedetto and Santa Cecilia 
painted during the first decade of the sev 
enteenth century by a group of painters co 
ordinated by Ludovico Carracci, by that 
time the head of the school that he had 
founded together with his cousins not much 
more than twenty years before.
The painful current conditions of the com  
plex— the arrival point o f a degradation that 
was already very evident just a few years af 
ter its completion— will have difficulty giv 
ing secondary importance to the historical 
relevance o f this decorative undertaking. In 
the isolated and silent space o f the cloister 
the interpretative lines of an essential chap 
ter in the history of Bolognese painting 
have in fact been intertwined, a chapter 
written between Rome and Emilia on two 
opposite critical shores starting with Giovan 
Pietro Bellori and Carlo Cesare Malvasia: a 
historiographical imprinting that marked 
the debate on the subject o f the Carraccis 
until recent times.
The stakes were very high: for Bellori, who 
depended on the opinions of Francesco Al- 
bani in Bologna, the presumed qualitative 
decline in the painting of Ludovico, de 
prived of the stimulus of emulation consti 
tuted by the live and provokative presence 
of the younger and more talented cousin, 
provided the retrospective test to also cor 
rectly evaluate the giving and the taking of 
their revolutionary debuts.
This interpretation was instead proven to be 
incorrect, according to Malvasia, just by 
looking at the cycle of the cloister o f San 
Michele in Bosco, o f such visual strength 
and variety o f invention that it had no rea 
son to envy the unique creative beauty and 
happiness of the Roman work of art by An 
nibale. “One need only see his works in 
Bologna if they are afraid of the Galleria 
Famese, and how much it is surpassed by 
the courtyard of San Michele in Bosco”:1 an

apologetic hyperbole that even a moderate 
custodian of tradition such as Giovan Pietro 
Zanotti would feel the need to take back 
halfway through the next century.2 
Now that the reasons for the long querelle 
seem to be for some time now headed to 
wards a more balanced critical adjustment, 
and ring like faraway echoes o f a need for 
civic identity and municipial self-conscious 
ness, we may return to an acknowledged 
historicization of the visual sources, to be 
played on a table o f a difficult giving and 
taking, rather than on that of abstract classi 
fication of value.
Without fooling ourselves, at least in the 
case o f the cloister. Freed from the weight 
of constituting one of the corner-stones of 
the impossible rhetorical bet o f the canoni 
cal Malvasia, the cycle of San Michele in 
Bosco will finally be able to take the place it 
deserves within the context o f the develop 
ments of the great Emilian tradition of ar 
chitectural-decorative illusionism. But only 
with the eyes o f the mind will we be able to 
restore “the flash of the nocturnal conflagra 
tion” to the surprising Ludovico in the The 
Burning and Ransacking of the Abbey of 
Montecassino, the “colours of gravity,” the 
“dignified twilight o f cloistered meditation” 
with which during the second half o f the 
eighteenth century the surviving episodes 
still captured the imagination of an artist of 
sulphurous and irreverent temperament be 
fore tradition like Johann Heinrich Fussli- 
Henry Fuseli.3

In order to comprehend the extraordinary 
illusive presence with which at one time the 
cycle o f the cloister o f San Michele in Bosco 
must have imposed itself on the spectator, it 
is necessary to begin from the structural sin 
gularity o f the architectural plant that today 
continues to pronounce the parietal rhythm 
of the decorative whole with its placid two- 
colored brick and sandstone. By instituting 
that closed and vital reciprocity of visual re 
lationships with painting— calibrated optic 
experimentation from which the intensity of 
the perceptive involvement o f the observer 
is triggered— that runs like a not paled fil

rouge along the testimonies o f the genera 
tions o f travellers that have glanced under 
the arches of the small courtyard of the 
Bolognese Olivetan monks.
The cloister that is located immediately to 
the south of the church was erected be 
tween 1602 and 1603, within the perimeter 
o f a pre-existing quadrangular enclosure 
that was still fifteenth century, based on a 
project by Pietro Fiorini, a significant repre 
sentative o f that architectural koine based 
on principles o f formal classicist simplifica 
tion that is located in Bologna between the 
sixteenth and the seventeenth centuries. 
Perhaps also because of the narrowness 
and the irregularity of the site, did he 
choose to measure up to the theme of a cen 
tral plant in a rather unusual manner, for 
those times, in the field of monastic build 
ing, combining the traditional typology of 
the cloister, with that which is immediately 
adjacent to it in the field o f civil architecture, 
that is, the courtyard of villas or palaces. 
Mimetizing his own concrete referents of 
planning— in an arch of suggestions that 
seems to go from Giulio Romano to the 
“palazzo del T e ,” to Baldassarre Pemzzi and 
to Sebastiano Serlio, as far as Tibaldi of the 
chapel o f the Milanese Lazzaretto— a suc 
cessful synthesis that continues to represent 
an actual unicum not only within the more 
circumscribed local context. Insisting on an 
octagonal planimetry, rationalized on multi 
ples o f a module that measured exactly ten 
Bolognese feet, the different front parts of 
the facade were pronounced upwards by a 
large Tuscan-style serliana, enclosed within 
a major order of angular Corinthian pilaster 
strips, connected horizontally by an attic 
balustrade that visually mediated between 
the different heights o f the surrounding 
parts o f the fabric.
The tripartition, alternately architraved and 
arched, o f the architectural diaphragm of 
the serliana on the anterior front, was re 
spondent with perspective certainty by the 
tripartition of the back walls of the porti- 
coed gallery, accomodating a total of thirty- 
seven sections o f different sizes— five on 
each side of the octagon— minus the three
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On previous pages
View of the octagonal cloister with partial view 
of the side of the nave, and, in the background, 
the bell tower.

spaces corresponding to the portals for ac 
cess.
Scansion exclusively entrusted to the paint 
ing of Ludovico and his collaborators, with 
the task of illusionistically substituting the 
surface o f the wall, virtually opening wide 
the arches o f the cloister resulting in great 
scenographic intensity, and seductive spa 
tial dynamism. For he who descends the 
short curve of stairs on the right side of the 
nave, the rotatory and surrounding sugges 
tiveness o f the small spatial volume filled 
with light vibrates still intact, a perfect oc 
tagonal prism hollowed out by shadows 
that change with the hours o f the day, mak 
ing that which remains of the paintings that 
at one time animated the back walls vary- 
ingly reappear.
Within the structural orchestration of the 
vast decorative cycle, probably commis 
sioned as early as the first months o f 1603 
by the Olivetan monks independently to 
Guido Reni in Rome and Ludovico and his 
studio in Bologna— who was to plan and 
coordinate the undertaking— the spaces of 
greater visual prominence were assigned to 
a selection of twenty-one episodes from the 
life of San Benedetto, in agreement with the 
iconography divulged by the second book 
of the Gregorian Dialogi, recently illustrat 
ed by a very successful series o f engravings 
destined to provide painters with many 
compositive suggestions for their murals.4 
These were flanked by the important novel 
ty of a minor cycle comprehending sixteen 
episodes from the life of Santa Cecilia, the 
original Passio o f whom was again made ac 
cessible thanks to a small successful volume 
published immediately after the discovery 
of the remains o f the early Christian martyr 
inside the basilica o f Trastevere.5 
The Benedictine stories, expanded on a 
monumental scale until they entirely cov 
ered the back walls— while the vault above 
the cornices were ab initio to be without 
any decoration— would have filled the larg 
er spaces of each span, perfectly illusively 
corresponding with the openings o f the ser- 
liana windows. A large curved section cor 
responding to the central arch, assimilated

to a painting within a very simple nearly 
monochrome frame; flanked on the basis of 
an elaborate scheme of perspective and 
compositve coordination— modulated by 
virtuous groups o f telamons and by figures 
of nudes or cupids reclined at the feet of the 
figuration: by two minor rectangular sec 
tions corresponding to the architraved later 
al openings, in turn framed by a painted 
coffered panel along the line o f insertion 
with the moulding of the vaults, and by a 
socle acting as a prospective gradient that 
corresponded to the temple steps o f the 
columns of the anterior front.
The Stories of Santa Cecilia, imagined as 
small altar-pieces with a curved profile, 
placed on a high one-colored socle and 
framed by “capricious adornments”6 o f 
quadratura, would instead have been locat 
ed in the minor parts o f the wall, in twos in 
the blind comers o f the octagon, rigorously 
separated from the Benedictine stories by a 
subtle projection of a strip of brickwork. 
This was truly an original combination, with 
an interpolation— according to a cbBbc 
cbBbc schem e,7 that spontaneously sup 
ported the parietal rhythm of the spans— of 
two pictorial cycles o f different width, so 
that the hierarchy was both structural and 
visual: a double narrative track that seemed 
to have no direct precedents and no poster 
ity in the years to come. An iconographical 
hapax that could only be understood in 
light o f the relationships o f particular grati 
tude that linked the Olivetans o f San 
Michele in Bosco and the abbot of the con 
gregation, the Bolognese Placido Fava, to 
their protector at the Roman Curia, Cardinal 
of Santa Cecilia Paolo Emilio Sfrondati, 
brought together by a significant conver 
gence of taste, in the sign of a knowing re 
covery of testimonies o f early Christian art 
and of intense neo-Raphaelism: a gravita 
tion of interests that perhaps duplicated in a 
symbolic sense also the choice o f the octag 
onal planimetric typology for the new clois 
ter o f San Michele in Bosco.
Also triggered from the intersection be 
tween centralized implant o f the architec 
tural volume and prospective diaphragm of

the elevation of each span was a dual per 
ceptive course, with the effect o f sought-af 
ter reciprocal correspondence and strength 
ening between real architecture and paint 
ed architecture. Only the observer that 
viewed in all o f its extension the porticoed 
ring of the cloister could in fact integrally 
read the two cycles in their unusual alter 
nated succession; he who instead moved 
along diagonal or perpendicular directrices 
in relation to the accesses, or was located at 
the center o f the octagon— the true optic 
and spatial fulcrum of the whole— by 
means of a prospective framing of the ser- 
liana window could fully read only the 
episodes o f the Benedictine stories, that in 
this manner illusively broke through the 
walls beyond the arches, actual dramatic 
evocations of real events and not just repre 
sentations.
The effect o f intense illusive involvement of 
the cycle, of vertiginous displacement of the 
cognitive expectations of the spectator—  
the ambivalent optic sensation that is trig 
gered from the eruption of the space of the 
representation in space of the existential re 
ality o f the observer— was contributed to by 
the pictorial technique chosen by Ludovico, 
that was certainly oil on wall: a faster pro 
cedure, easier to execute, as compared to 
fresco, capable of sustaining the perceptive 
paragon with the vibrant color o f the large 
altar-pieces, and that also allowed for inter 
vention at any time with touching up and 
second hands with the purpose of making 
the whole visually uniform: an opportunity 
that must have been very dear to Ludovico 
Carracci who guaranteed the uniform qual 
itative level of the work that came out of his 
school.
In addition to the general supervision and 
direction of the work, the master kept the 
most significant contribution to the under 
taking for himself, seven bays out of the to 
tal— three large sections, among which the 
famous Demon on the Boulder and The 
Burning of Montecassino, plus four middle 
sections, all pertaining to the cycle on San 
Benedetto— unfolding a dramatic giantism 
in which the extremes o f late mannerism
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View of the octagonal cloister from the portal 
for access to the church and from the eighth 
bay of the cloister.

Layout of the cloister, engraving 
by G.P. Zanotti.

On the pages that fo llow
Oil on paper. From left to right and from top
to bottom:
The Birth o f  San B enedetto  (Francesco Brizio), 
The M iracle o f  the Axe Rediscovered  (Lucio 
Massari), San B enedetto Exorcises One 
Possessed by the Devil, San B enedetto Frees 
the Mass M ade Im m obile  by the Devil,
San B enedetto Frees the Kitchens In vaded  
by a  D em on iacal Fire, The M adw om an H ealed  
at the Cave o f  Subiaco  (Ludovico Carracci),
The M iracle o f  the Sacks o f  W heat (Lucio 
Massari), The D eath o f  San B enedetto  
a n d  The Ascent o f  his Soul tow ards H eaven  
(Giacomo Cavedoni).







Ludovico Carracci, The B urning
a n d  R ansacking o f  the A bbey o f  M ontecassino,
oil on wall (cloister).

Lucio Massari, The M iracle o f  the Sacks 
o f  Wheat, oil on wall (cloister).

and proto-Baroque were touched, by then 
close to the visionary and colossal motio af- 
fectuum  o f the works o f Piacenza.
Alongside but independent o f Ludovico the 
early chromatic classicism of Guido Reni 
can be seen— nearly an anticipation of solu 
tions to be developed more extensively in 
the future, in apparent contradiction with 
other contemporary experiences— who at 
the beginning was assigned the other two 
major sections at the center of the spans, of 
which only one was actually executed (in 
1613, in fact, Alessandro Tiarini took his 
place).
This was the famous San Benedetto Receives 
Gifts from the Peasants in the Hermitage of 
Subiaco, perhaps the most famous section 
of the entire complex— the beautiful copy 
by Giovanni Maria Viani can still be seen in 
situ in the presbytery of the church, signed 
and dated 1689— and the most important 
testimonial of mural painting in the city o f 
origin of the artist anterior to the large fres 
co for the bowl-shaped vault o f the chapel 
of the Area in the basilica o f San Domenico. 
This is followed by the formation of the “In- 
caminati Academici del Disegno” with all of 
its members— except for those who had left 
to follow Annibale to Rome— in a germinal 
autonomy of artistic personalities with the 
same expressive root in common: Lucio 
Massari, who was assigned the most rele 
vant contribution at the shoulders of Lu 
dovico (four Benedictine sections, two of 
which may at least in part still be appreciat 
ed), Lorenzo Garbieri and Giacomo Cave- 
doni, who flank the contributions o f the 
master respectively distinguishing two 
Benedictine bays and four stories o f Santa 
Cecilia, and two stories o f San Benedetto 
plus two of Cecilia; Francesco Brizio, who is 
assigned a part— a Benedictine section and 
two episodes on Santa Cecilia— surprisingly 
o f equal merit with the nearly unknown 
Alessandro Albini. And Lionello Spada (a 
Benedictine story and one on Santa Cecilia), 
Baldassarre Galanino, Sebastiano Razali, 
Aurelio Bonelli— an organist and a painter 
in his spare time— Tommaso Campana and 
perhaps also Paolo Carracci, the less gifted
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brother o f Ludovico, who is exclusively in 
volved in the execution of the Stories of the 
Saints Cecilia and Valeriano, with a signif 
icant indication of hierarchy also from a 
qualitative point o f view.
The execution of the vast cycle— the closest 
structural referent of which remains the in 
side of the oratory of San Colombano, an 
other collective work by Ludovico’s stu 
dio— may substantially be dated during the 
good season of the years 1604 and 1605, 
with some finishing touches during the first 
months of the next year, when perhaps the 
signs o f poor preservation as a result o f the 
technique used— the decoration was ex 
posed to strong changes in temperature and 
elevated humidity— could already be seen; 
under the brick paving a large cistern for 
water can still be found— painted, more 
over, on plaster over walls built too recent 
ly and not as yet settled; while the testi 
monies of the sources state that the mani 
festation of a more evident ruin of the dec 
orative whole, which would soon prove to 
be irreversible and progressive, occurred 
during the third decade of the century. 
When Guido Reni himself, in 1632, offered 
to restore his own section— meeting the 
“satisfaction of the entire city, as everyone 
was disappointed to see the loss o f such a 
worthy work”8— the documents explicitly 
affirm that his painting was “already re 
duced to a very bad state,”9 the work of 
touching up was destined to fail, rather “it is 
great damage... so much so that the author 
himself inadvertently made the ruin worse, 
painting over it many years later, so that 
what was left of that old color dried up and 
crusted over, made it fall all the more quick 
ly.”10
But the degradation did not seem to ob 
struct the retrospective attentions o f ap 
praisers and copyists: directly proportional 
to the rapid deterioration of the paintings, 
the success o f the cycle o f San Michele in 
Bosco culminated in the codified image of 
the Malvasian historiography, that con- 
sacrates it to a true canonical text of the 
artistic tradition of the city, inexorable test 
ing ground for the didactic training of any

young artist. A place in which in the form of 
a rite of initiation is renewed the ever con- 
flictual and ambivalent relationships o f the 
younger generations with the overwhelm 
ing heredity o f the founding fathers and the 
tutelary deities o f “Felsina sempre pittrice.” 
To the active interest of the canonical Mal 
vasia in this key work in the artistic tradition 
of Bologna is also due the first series o f in 
cisions o f translation from the paintings of 
the cloister— a selection of fifteen episodes, 
all o f the Benedictine cycle— entrusted to 
the generously late Baroque interpretation 
of the faithful Giacomo Giovannini,11 in the 
century that followed, a comprehensive in 
tegral recognition also o f the Stories of Saint 
Cecilia, this time inspired by criteria o f sys 
tematic documentary fidelity, was attempt 
ed in a large “in-folio” written by Giovan 
Pietro Zanotti for the historical-critical part, 
with prints engraved by Giovanni Fabbri 
based on drawings by Domenico Maria 
Fratta, Gaetano Gandolfi, and Jacopo 
Alessandro Calvi.12
An operation in precarious balance b e  
tween visual archeology and reintegrative 
pulsions to which we still today entrust our 
knowledge of the paintings o f the cloister, 
at least with regard to the iconography and 
the compositive implants. But once again 
they cannot pass through that filter of 
graphic texture in a classical sense recom 
posing the nocturnal lights of that mar 
velous The Burning of Montecassino.

Notes

For a more in-depth discussion of the theme of this es 
say, please allow me to suggest reading my “Deco- 
razione e illusione. II chiostro dei Carracci a San 
Michele in Bosco: storia, fortuna, immagine,” II 
chiostro d e i C arracc i a  San  M ichele in B osco  (Rappor- 
ti d e lla  S op rin ten d en zap er  i B en i Artistici e  S toric ip er  
le  p ro v in ce  d i  B ologna, Ferrara, F orli e  R avenna, 71) 
(Bologna: 1994), pp. 1-185.

1 C.C. Malvasia, Felsina p ittr ice  (1678), I (Bologna: 
1841), p. 351 (the opinion is attributed to the live voice 
of Alessandro Algardi). For the opinions of G.P. Bel- 
loni, see instead Le vite d ei pittori, scu ltori e  architetti 
m o d e m i  (1672 and 1942, for the biographies of Guido 
Reni and Andrea Sacchi) (Torino: 1976), pp. 36, 39-40,

and above all p. 90, where a part of a letter from 
Francesco Albani to the author is cited.
2 A review of the youthful (and “filomalvasiani”) opin 
ions of value on the respective merits of Annibale and 
Ludovico in the field of great decoration, is given by 
Zanotti in a letter addressed to Giovanni Gaetano 
Boitari dated March 10, 1758, now in G. Bottari-S. 
Ticozzi, R accolta  d i  lettere su lla pittura, scultura, ed  
architettura, III (Milano: 1822), No. CCXXV, in part, 
pp. 550-556 (and see the lapidary answer of Bottari 
dated April 14, ibidem, No. CCXXVI, in part. pp. 564- 
565).
5 J. Knowles, The L ife a n d  Writings o f  Henry Fuseli, II 
(London: 1831), pp. 133 (Aphorism 182) and 361 
(ninth Lecture on color in oil painting, held at the Roy 
al Academy on March 15, 1802). The archetype of the 
opinions of Fussli on Ludovico Carracci is found in a 
passage in the second of the successful Discourses held 
by sir Joshua Reynolds at the same Royal Academy in 
December 1796: see J. Reynolds, D iscourses on  Art, 
edited by R.R. Wark (New Haven-London: 1981), pp. 
32-33.
4 Vita e t  m iracu la  sanctiis.m i patris  Benedicti, Romae 
1597, with 50 engravings by Aliprando Caprioli based 
on drawings by Bernardino Passed; the suite was 
reprinted again in Rome in 1584, 1594, 1596, 1597 (the 
latter with only 22 engravings tables, excluding that it 
was consulted by Ludovico and his collaborators). This 
series of engravings had already provided the models 
o f reference to the engravers of the Storie benedettine 
o f the choir of the church of the monastery— Olive 
tan— of San Vittore al Corpo in Milan (within 1584), 
and to the authors of the panels of the superior register 
o f the chorus of San Giorgio Maggiore in Venice (1594- 
1598).
5 A. Bosio, H istoria passion is  b ea ta e  C aeciu liae, Ro 
mae 1600, with a dedication to Sfrondati, cardinal of 
the title of Santa Cecilia and protector of the Olivetan 
congregation.
6 F. Scannelli, II m icrocosm o della  p ittura  (Cesena: 
1657), p. 340.
7 A. Stanzani, “Vent'anni di pittura nella chiese di 
Bologna: 1600-1620,” L a p ittu ra  in  Em ilia-R om agna. Il 
Seicento, I (Bologna: 1992), p. 121.
8 G.P. Bellori, Le vite d e ’p ittori (Torino: 1976), p. 494.
11 Bologna, Archivio di Stato, D em an iale, San Michele 
in Bosco, 179/2351, c. 119r.
10 Malvasia, Felsina pittrice, II, p. 12. A similar opinion 
is also expressed by Bellari, Le vite d e ’pittori, pp. 492 
and 494.
11 C.C. Malvasia, II claustro d i  S. M ichele in B osco  d i 
B ologn a d ip in ta  d a l  fa m o s o  Lodovico C arracci, e  d a  
altri eccellen ti m aestri usciti d a lla  su a  scu ola  
(Bologna: 1694).
12 G.P. Zanotti, II claustro d i San M ichele in B osco d i 
B olog n a  d e i m on ac i olivetan i dipinto d a l  fa m o so  
Lodovico C arracci e  d a  altri eccellen ti m aestri usciti 
d a lla  su a  scu o la  (Bologna: 1776).
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F r a ’ Pa o l o  N o v e l l i O l iv e t a n  La y  B r o t h e r

Andrea Emiliani

T he surviving nam e o f the unknow n 
artist w ould certainly not stop us 
from  adding him to that not mute 

classification o f anonym ous geniuses, as w e 
prepare to write about him like the very first 
time that w e paid attention to his things: 
even if his clever signature, in good, legible 
lapidary letters does everything to m ake us 
see it in the Refectory o f M onteoliveto. But 
it is rather, in the sam e declaration, the suc 
cessive affirmation that m akes the author 
appear in flesh and bones, nearly alive and 
slightly gasping, his w hite habit som ew hat 
moth-eaten, spotted here and there with 
scars o f fresh tem pera; timidly on  the alert, 
after that apparent abdication: “obedientiae 
suavitate devictus... ” and on e  cannot help 
but immediately lift ones eyes to the w ink 
ing o f the lovely cupid leaning against the 
gravestone. “W on by the sw eetness o f  rule.” 
My God, it is so easy today to play an easy 
game o f intellectual hide-and-seek, having 
the sensitive accuracy to enjoy its fruits at 
the right time; but this silent and (apparent 
ly) submissive declaration o f  religious hu 
mility must really have suffered the w rong 
of totally disappearing from history; and o f 
sharing, shall w e say, the daily “ora et labo- 
ra” o f the herbalist brother, distilling liquors 
in the convent pharmacy? And yet, that is 
exactly how  things w ent; and in the end, 
perhaps the life o f  the lay brother’s painting 
is easier today than it has b een  over the last 
three centuries. Bearing, w ith the freshness 
of the unedited, a new  taste, a fragrant 
elixir, a perfum ed vanilla. Still today, in fact, 
Fra’ Paolo Novelli Olivetan lay brother is a 
delightful surprise, destined to very few, 
careful observers.
It is difficult to define his vein that, with 
every respect for the conceptual and literary 
vastness o f  the them e, cannot but b e  d e 
fined effectively humoristic. It is nearly im 
possible, in fact, to conceptually classify the 
historical prem ises, near or far, o f  his un 
usual attitude. Nothing moralistic, it must be 
understood, or w orse than tragically co n  
nected to a human mistrust that, in the 
serenity first o f the m other house o f  the or 
der, and then in San M ichele in B o sco  in

B ologna, w as certainly not located. And 
nothing farcically pedagogical and active by 
“exem p la,” as nonetheless w as at the basis 
o f  his lay brother Adriano Banchieri’s em  
pirical experim entation, the D issonante 
w ho during those sam e years attem pted to 
take the m ost extraordinary paths, from the 
citizen’s street-guide in tight B ologn ese lan 
guage, to the com position o f  “Martedi Gras- 
so ” for voices and orchestra, to the u n be 
com ing appendix to “C acasenno.” Finally, a 
m ore serious, sneakier eye; a w ay o f  seeing 
that w as calm er and perhaps deeper; and 
above all a truly great “dom inical”— better 
yet “holiday”—  passion for painting.
And w e w ould even like to  believe that cer 
tain intimate reasons for the irony o f  the 
artist w ere one with the problem atical dis 
covery o f his painting. Another problem  
that it will b e  difficult to contain within the 
limits o f  a rigid aesthetic m eaning, as it 
seem s true that this m an’s inspiration was 
led little by little along the thread o f mistrust 
that he nourished with regard to the results 
and the destiny o f  his ow n painting. B la  
tantly induced, and w ith very little pictorial 
practice; forever em barassed  and vacillating 
in the general operations o f  putting togeth 
er and am assing; cheerfully intent on  defin 
ing the detail, letting us believe that he  had 
learned to m ove his timid hand on  sim ple 
and superim posed touches o f the antique 
miniatures o f  the convent’s m anuscripts. 
From this know n consciousness o f  his ow n 
real and questionable dilettantism, w ere 
born in the m onk the inspiration and the in 
ventive m odes related to it.
I do not know , for exam ple, w hether the re 
sults o f the Tridentine Council had contem  
plated the possibility o f  variations in inter 
pretation in relation to the them es o f  the 
Old Testam ent, m aybe m ore than those left 
to the them es o f  the Revelation. This asser 
tion would b e  denied by the firm clarity, 
probably, o f the Sessio IV, w hen it hands 
dow n “... om nes libros, tarn veteris, quam  
novi Testam enti, cum  utriusque unus Deus 
sit auctor... pari pietatis affectu ac reverentia 
suscipit, & veneratur.” But it appears to be 
equally clear that the intimate faith o f  the

brother refused to m eet, without the highly 
com m em orative purposes that his hand 
knew  it could not hold, with the facts o f the 
G ospel, and touch chords that w ere too 
painful, close, and passionate, particularly 
after the new  adm ission o f  these events 
within the daily life o f  the man and o f his 
prayer, by the Council itself. W hat re 
m ained, allow ed him  also by the great pre 
selected  pictorial m odel, w ere the Vatican 
Lodges, the enorm ous and heroic “bagarre” 
o f  the O ld Testam ent, the great pastoral and 
fantastic range o f  biblical narration, towards 
w hich w estern faith has never seriously di 
rected its ow n thoughts (with the exception, 
naturally, o f  the countries o f  the Reforma 
tion); as every Rom an believer considered it 
a sort o f prehistory o f faith, in w hich a long 
tradition o f  falseness and reprehensible 
adaptations had taught to see  unthinkable 
attitudes, w ithout yet achieving the “liber 
flagitiosus” o f  the great U gone Grozius; and 
even the prophets— but all indiscriminately 
without a halo— to have a thousand re 
sources, w ithout reaching the last amused 
excesses o f  interpretation o f  Voltaire; and a 
d ishevelled and caracoling Eternity, from 
the Raffaellesque interpretation o f  the 
Lodges, nearly jum ping, feet together, over 
a tall heap, to descend on  that picturesque 
kerm ess that nearly shared in the still dis 
conn ected  days o f the creation, to quickly 
put order there with hands and a shovel. An 
honest, antique, and even illustrious way to 
“jok e w ith the profane.”
And it seem s easy to com e this far, without 
disturbing the highest spirits o f conceptual 
and m odern humorism, that will b e  delayed 
another century before they are b o m  to re 
lease m an from  the latest restrictions o f a 
faith in being that is by now  shaken and de 
caying, above all donating deliberate con  
science to the phenom enon. And also with 
out disturbing the linguistic trials o f the six 
teenth century “chapter,” a still-life that is 
still without an inner tense. So w e seem  to 
b e  able to com e this far, confirming step by 
step the traits o f  the only two works known, 
that I know  of, by  Novelli, the decorations 
o f  the Refectory o f  M onteoliveto Maggiore
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On previous pag es  Paolo Novelli, A ngel with Thurible and J a c o b ’s Opposite
Small chapel of the sacristy frescoed by Paolo D ream , frescoes. Paolo Novelli, Two Landscapes, frescoes.
Novelli.
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(1617-1620) and of the small chapel of the 
Sacristy o f San Michele in Bosco in Bologna 
(1620-22). But we will soon becom e aware 
of another element, enough to in some way 
confirm our assertions, when we first o f all 
trace the direct sources of our monk’s inspi 
ration. They are all, or nearly all, contained 
in the Vatican Lodges o f Raffaello and of his 
pupils. Rather it may be believed that he 
provided when needed with his own very 
personal dossier, in which to cultivate sev 
eral more typical representations, to then be 
transposed (and who knows with what 
poorly hidden fun, despite the evident per 
spective and background discomfort that 
the innate technical poverty afforded him) 
on the peaceful chromatic surfaces that he 
slowly prepared. Very little care dedicated, 
in the sheets o f the imaginary notebook, to 
the painting that the Lodges followed: at 
most a few outside references to the canon 
ical disclosures o f Cavalier d’Arpino; per 
haps a few archeological recollections of 
the frescoes by Signorelli in the Archceno- 
by; and who knows that there was not some 
“lacerto” immediately defined and fixed in 
sugar-sweet air by the early Beccafumi. Fi 
nally, in relation to his stay in Bologna, 
symptoms more than of revision, of involu 
tion on timid steps of his own style, minor 
reports from Tibaldi in Palazzo Poggi (the 
more illusionistic one of the Stories of 
Ulysses, naturally); and perhaps a more pre 
cise recollection from Cesi of the destroyed 
Chapel of the Bulgari. Above all, then, a 
voyage to the origins, to the by now remote 
and archeological sources o f the last classi 
cist placidness, to the solemn nearly prefig 
ured world of the Lodges, made so concise 
and even cursive by the often quite ineffec 
tive pictorial disclosure o f the pupils, but 
nonetheless supremely considerate o f the 
last definition of a formal and inventive ide 
al that is not as yet touched by yieldings of 
intelligence. In an interval lasting a century, 
the imaginary dossier collects, nonetheless, 
balled up and learned, the new critical atti 
tude that manneristic characterization had 
immediately excited: and from this disen 
chanted manual o f translations and betray 

als of illustrious passages is bom  a new in 
tention, the flavor of which is still antique. 
O f course, of that rational feverishness and 
of that gelid filtering of the truest absurdity, 
hardly anything remains: but it is true that 
we will not be able, otherwise, to provide a 
true historical nature to the minor and yet 
extremely interesting phenomenon of the 
Olivetan. His serenity is still today an atti 
tude of enviable humanity; next to which, a 
variant which is not at all corrosive but 
rather affective and intimate, the first unde 
clared tillering of visual irony and of an im 
partial sense o f humor can be seen, rich and 
in charge of any licit wit, even of that un- 
voluntarily afforded him at the hand of his 
delicate inability in the profession. This last 
gamma of inventive solutions, that up to a 
specific moment could be considered 
preterintentional, but that from the instant 
itself o f its affirmation as an intimate techni 
cal phenomenon becam e so inevitable that 
it constituted a plan, a base o f allusive pos 
sibilities, analogical and metaphorical ones, 
it certainly constituted a rather rare phase in 
the history of the arts; but perhaps not in the 
history o f literature.
Except, then, for the more personal areas of 
Novelli’s inspiration, all entrusted, as we 
have attempted to say, to the subtle possi 
bilities of ironic metaphor, o f cautious de 
formation provided him in part by his own 
technical and graphic shortage; even the 
slightly festive condition of the Olivetan can 
well be classified alongside many others, 
among the first in the not faraway birth of 
“genres” o f figurative characterization. A 
variation that in relation to the probable, we 
insist, that is not at all aimed at an evalua 
tion of morality, o f opportunity, or o f cos 
tume; but rather interior and affective, like 
that daily practice, so important that in 
Bologna itself and with the Carraccis marks 
the birth of caricature.
Silencing other possible objections, I do not 
believe that we would be able to insert the 
work of Fra’ Paolo in the cold currents of 
the more delayed manifestations o f that 
“painting without a time” of which we have 
efficaciously for some time now been

speaking. If we agree that the normative 
premises that rule that phenomenon were 
correct, I would say that Novelli totally lacks 
any pedagogical perspective o f his own 
painting, any however modest teleological 
horizon. It is true that this shortage, which is 
certainly surprising for the member of a re 
ligious order, must also be evaluated on the 
ever-active plane of the conscious relativity 
o f the technical results, related to an insta 
bility on the wave of which the initial indi 
cation could be forced to undergo a thou 
sand interpretative variations led by the de 
lightful breeze of this dominical inability. 
But on the other hand it seems impossible 
to deny that Novelli’s expressive ability 
could, if he had wanted, have dealt with 
themes of pondered didactic and Christian 
interest, even perhaps touching the risky 
fruits of erudition and informed “neo-ar- 
chaism.” Thus, we must not exaggerate with 
these determinations “by defect” of a men 
tal habit that, on the contrary, was at least in 
part conscious and deliberate. Common 
sense will advise us to believe, once again, 
that the good friar did not like to see himself 
in the results of his work as a “papist and 
Mariolater.”
The other facts that discourage us to attempt 
to classify Novelli at the head of the Olive 
tan order, that is, involved in a work of im 
provement similar to what had been done 
many years before by Father Valeriano 
within the order of the Gesuits, all reside in 
the open-minded attention at times paid by 
the Olivetan to the major and salient facts of 
contemporary painting. It will be difficult in 
the lost manual to once again find some fig 
ure taken from the Bolognese decorations 
o f the Carraccis; something from Agostino, 
at most, because of that rigid perfection, 
that anatomical-dithyrambic consolation 
that could have been provided him. But I 
would swear to find there instead, on turn 
ing the pages, a pastoral interpretation, a 
delicate model completed and summarized 
by the still recent treatments of Annibale or 
Domenichino; a sensitive interpretation, 
however rigid, o f that heroic and Virgilian 
epic. The monk, in the frescoes, seems to
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come back in through the small window of 
the convent with the soft sun of a spring that 
is still unripe, settling leaf upon leaf on the 
stupefied surface, dripping the clean tem 
pera drop after drop. And in his mind dizzy- 
ingly churning the imaginative uniqueness 
of those places and of those costumes, like 
in the work of the Dutch Post amidst the 
deadly vapors of the River of the Amazons.

As for the internal passages, in the five years 
of painting that we have been permitted to 
know, probably we can but provide the 
opinion of Ricci (1834), when he objected 
that in his Bolognese paintings the monk 
had not be able to make great strides as re 
lated to his experience o f in Monteoliveto. 
In the vast Refectory o f the Archcenoby it is 
nonetheless easier for the technique of exe 
cution to seize a more direct reference to 
the cursive and at times also hurriedly con 
cise speed of some of the executors o f the 
Lodges, and particularly o f Penni. And also 
a minor formal conscience, and a less con 
stant preoccupation with hiding within un 
common style, ample mantles, honored 
drapery and shoewear askew— all new so 
lutions to elude formally difficult tasks—  
hands, feet and other anatomical thresh 
olds, that here are freer to wander irresolute 
in this idle air. When Giuseppe is sold by his 
brothers, those present, all interweaving on 
their canes, wear such suffused beards, 
such rag-like hairdos, and sugarloaf on their 
heads, abundantly wet with a humid 
swollen brush. The child in an undershirt is 
obstinate, because among the merchants 
some of the unknown are o f a bearded and 
loathsome oldness: but of his probable re 
luctance, so softened in the Vatican fresco, 
here faithfully reproduced, what remains in 
the air is only his insistent crying, as if it 
were his first day of school. Further back, 
David the adolescent gets up with scarce fe 
rociousness and almost in jest, alone, on the 
open horizon of an plateau, holding the 
broadsword in his two hands over the head 
of the lost Goliath, in the manner that the 
same event is shown in the Lodges. Enor 
mous and twisted free, like a dark fish, he

makes tremendous and awkward effort to at 
least turn his stomach towards the enemy; 
but, alas, the painting of our monk— thus 
differently than the bursting solutions that 
we will see in Bologna— gives him little 
breath within the however strong muscles, 
and his fall is not less cumbersome than that 
o f a mannequin or, who knows, of an un 
stitched and limp umbrella. Giosue shades 
his eyes, delicately placing his hand against 
the setting sun, firm on his head a bright 
plume of spun sugar; but his horse, a strong 
Norman one, evidently frees himself o f the 
hands of a Hun groom a follower of Attila, 
and he has no place here, amidst this gentle, 
snail-like fauna, and next to that canine that, 
I recall in the great rough universal flood, 
under the raging of a sea like Brussel 
sprouts, as he jumps with his master to find 
a last refuge.
But as the pleasure of these humoristic di 
gressions seems to be entrusted to a sort of 
visual exhibition, willingly letting the eye 
dwell on the thick pattern o f irony that is 
uninterrupted or momentarily placated, it is 
best to immediately go to the decoration of 
the Bolognese sacristy of which we are able 
here to present some excellent reproduc 
tions. Narrated here are the enterprises of 
Jacob and other facts from the Book of G en 
esis. Fra’ Paolo would go there happily in 
the morning, busybody and talkative, care 
ful in going up to the church of the Convent 
to avoid the cloister of the Carraccis; and if 
forced to go that way, we easily imagine 
him turning his shoulders and leaving 
quickly, somewhat heedless, somewhat 
modestly, amidst all o f that noisy swarming 
of assaults, monks, wounded, cadavers, 
caryatids and “folly.” And wisely so, in order 
not to be disturbed or distracted. In the 
niche of the small chapel, where on unim 
portant scaffolding he began with vigour to 
work, painting his brush in the very clean 
row of jars before him. The room of the 
chapel had been divided by him, based on 
the preliminary preparation of those doing 
the stucco-work; his painting was not an 
econom ical matter. Along the two lateral 
walls opened the two major representa 

tions, subtended below, by two symmetri 
cal apertures o f scenery. The tripartite vault 
brought new space; and enriched with cu- 
pids and garlands and golden cornices, the 
space was tepidly colored. Just as the apsid- 
iole, beyond the altar, divided into gores, 
provided further space to representations of 
saints, angels, grotesques. In this silent still 
ness, interrupted now and then by the side 
long looks o f brothers that quickly put the 
cotta in the sacristy, preparing for functions, 
Fra’ Paolo would cock an ear towards the 
fantastic and sensitive cadences that were 
born, tenuous, from the scraps of his manu 
al, and from those dozen colored jars, there 
before him. Or eavesdropping amidst the 
all-imaginative news that, like to a Daniello 
Bartoli, polite and serene, were brought to 
him up and down with the message of the 
swallows, o f the unknown countries o f the 
Orient.
Noah, descended from the great ship, tras- 
ferred here from the frescoes o f the Lodges, 
to sacrifice to Eternity in this tranquillizing 
division of land. The enchanted river flows 
evanescent and propitious, making rings; 
the animals arrive slowly and snub-nosed 
destined to the bloodless scene. Squatting, 
the black ox divides the ingenious setting 
with the measure o f a golden rule o f ancient 
perspective. And we might say that on the 
edge of its hump runs the sentiment of a 
space that has just been invented, and great 
satisfaction for profundity, his intermediary, 
matched to the environment. The sons are 
busy carefully tying the victims, preparing 
lustral water in a bowl, near at hand; and 
only after a while do we see that the races to 
come are forecasted, so that Jafet is a large 
mouthed adolescent, his face half-shad 
owed and snotty-nosed; and Cam’s flesh, in 
the tissue that nearly monochrome longing 
ly contains it, is dried at the burning of the 
new sun like something boiled on a white 
plate. But the eye will soon have to turn to 
the left side of the work, to see the most 
deadly assembly of spinsters and suf 
fragettes belonging to a tradition, of those, 
in those days hardly at all documented.
The last anxious shadows of the neo-classi-
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Paolo Novelli, N oah D escended  fr o m  the Ark 
(detail) and J a c o b  a n d  R achel a t C h a ra n ’s Well, 
frescoes.

Opposite
Paolo Novelli, The Slaughter o f  the Sichemites, 
fresco (detail).
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cism o f half o f Europe, mortifiers o f the 
senses, sem blances o f  the Nazarenes and 
spirit o f Puvis, m ake w ay to judge up to 
w hich degree o f  physical purity these grace 
ful stories adapt before their time certain 
subtle and foreboding intense colds— near 
ly a cold wind on  the stagnant w ater— with 
the mental passions o f  an unsuppressible 
original m alice; they are all elegant like the 
leg o f a chair o f future rustic sitting rooms, 
or the secret numeral o f  an eighteenth cen  
tury p iece o f porcelain. The last affirmation 
o f  declared intimacy with nature seem s to 
have just b een  extinguished, som e false 
shepherd already stepping on  grass in the 
garden, and the ladies willingly going to 
m eet som e mythical, good, and healthy 
“savage m an.” Forward, thus, to judge from 
the significant allusive intentions o f  this 
smiling and unthought o f  seventeenth cen  
tury “chapter,” without its nonetheless dis 
turbing your mystified conceptual con  
science, or appearing strange, the unex- 
pressible perfidy o f  the poisoned nostrils o f 
the first o f them. The grace that has already 
passed her by admirably rises from her foot, 
amidst the dizzied loveliness o f  a bunch o f 
anem ones; it is already averted delicate in 
the tender wavering o f  the rose pelamyds, 
one instant it is gathered in the suddenly 
proud shoulder expressed  by arms crossed 
around the bosom ; and in the end every 
thing is expressed in the som ew hat sour 
beauty o f this antique “precious o n e .” W e 
would like to believe it to be  a face belong 
ing to other times, closer to us, while som e 
girdle surely escapes under the veil, em bar 
rassing us with its unexpected  resem blance. 
A face that is perhaps “floreal,” as if o f  the 
sam e acute abbreviated formula as the oak 
leaves and tendrils, nearby. W e will not be  
saved from these clutches: or from  those, 
alas, o f the treacherous one w ho pulls a 
cape around her beautiful pale body, that 
has just com e undone in the steep descent 
along the ramp o f the ark. Lia or Rachel, Es 
ther or Xanthippe, the faces o f these w om en 
com e to remind us o f  som ething; and she 
w hose face gathers the unripe and perfect 
oval, frontally, surely nourishes som ething

o f the silent suddenness with w hich w om en 
glance at each  other, preparing m alicious 
tangles. And the subtle gallery dedicated by 
Novelli to the fem ale sex  does not stop here, 
that the m eeting o f  the good Ja co b  with 
Rachel near the well o f Charan, if it ever 
brings us som ething from  antiquity, is per 
haps the recollection o f  heroes that are al 
w ays forced by Iole, w hile cam els stick their 
heads through the side-scenes; and a young 
shepherd seem s to m im e with the grace o f  a 
Harlequin the seven proverbial shirts o f  a 
num erous future family. In another part o f 
the convent, Adriano Banchieri w as trying 
on  his playable organ certain nobilitated 
popular ribalderies: “E la bella Franceschina 
ninina buffina/La filibustachina/Che la vor- 
ria m an, nini, la filibustachi...”

And so for two years each  m orning it was 
the sam e problem  for Fra’ Paolo. Manual 
and “sanguigna” in hand, and an attempt to 
trace with pow der. And then transfer it to 
the wall, to on ce  again retrace it. His audac 
ity, never impromptitude, helped  him  to ac 
com pany those illustrious thoughts w ith a 
sharp mark o f a w ell-sharpened pencil one 
o n  the other, although they w ere aim ed at 
diverse m eanings and perspectives that his 
timid operation as a w h ole w as not able to 
balance. A fantastic “collage” is the S la u g h  

te r  o f  th e  S ich em ites , w here the “garze” cut 
out and juxtaposed all play in the fore 
ground, like petals o f  flow ers forced under 
a sheet o f  crystal. Certainly, Fra’ Paolo had 
for som e tim e realized how  difficult it was 
to procure the third difficult dim ension for 
his delightful and dom inical taste for the 
particular. So that he  w as quite w orried 
about adding, parallel to the rhythm re 
quired by the com position, partial views, 
slants, and abbreviations, outsides and in 
sides, perspective “agudezas” as fickle as 
colored  veils. Not a b low  with the flat o f  a 
sword, but a continuous background, thus, 
in this battle, asserted even  by the first com - 
battant that rushes, from  the rustic bordure 
o f  the flooring. And they do not seem  to be  
fantasies, as elsew here a grotesque as rigid 
as decalcom ania is accom panied  on  the

bottom  o f the imaginary space with two 
sharp, clean, even flaunted shadows. And 
the manual pleasure o f an inlayer, o f som e 
on e  with great passion for the subject, 
seem s to  support it.
Let each o f us pick up a lens, on  the other 
hand, and w ork hard to count the fibers o f 
this painting w oven with m onastic tenacity. 
O n the distended plane o f  the thin paper 
the color is revealed to b e  o f thick wrinkles 
like on  the herbalists’s album, the crushed 
lea f on  the thick reticulum o f the ribword. 
Unfortunately, the reproductions w ither the 
main results o f  that delightful characteriza 
tion, turned towards the search for a nearly 
illusionistic dim ension, into w hich the use 
o f  the sam e material enters with such effica 
cy. Fra’ P aolo’s pleasure is summarized in 
few , attenuated gammas, in w hich nonethe 
less a certain latent longing seem s to take 
shape m ore than they will in the dissonant 
cold  o f academ ic painting, mystified appan- 
nages o f  illustrious decoration. The gentle 
carillon o f fragrances, o f vanillas, o f  dry and 
colored  w axes begins ringing its ow n deli 
cate allusion from  eighteenth century ce  
ramic pieces. Even the porcine sheep, ten 
der and fat, lean against each other as if they 
w ere crumbs; and a tickling can just be 
heard, am ong the white patterns as if o f 
pow der, up the adapted and concise cloth 
ing. G entle enchantm ents o f light cover and 
uncover, with m easured portions o f  shad 
ow , the subtleties o f  a timorous local “savoir 
faire,” that is minutious and detailed. B e  
tw een hallux and index the goats’ hooves 
pulverize the sugary earth, after an absurd 
drumming o f confetti and sweets, mixed 
w ith daisies and violets. The trunk that acts 
as a w ing to the scen e is certainly o f some 
sw eet alm ondy paste: the aerial stupor, the 
still skies o f the scenery that opens just over 
there, do everything they can  to convince 
us that this is not scenery in a dream. W ho 
know s w hether the imaginary notebook 
could have confirm ed to us that these are 
still the hills o f  childhood. Like the cities o f 
the Marca d’Ancora await the silent flights, 
o f a blessed house in search o f tranquillity.

[1958]
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Note

It is useless to try to procure for our monk the sparse 
elements of a critical success that does not exist. But as 
we are dealing with a rare, oft-termed, “precious” 
event, we have taken the time to do the necessary re 
search, without expecting to complete it.
The list of painters provided by Mancini (The most fa 
mous painters of whom we may see the paintings...) 
includes F ra P ao lo  Novello d a  F idena, with no further 
specifications (1956-57 ed., Rome, p. 97). Consequent 
ly, Salerno summons up the courage to rectify the date 
1670 (the product, as we shall see, of Zani’s confusion) 
referred by the anonymous compiler of the entry in the 
Thieme-Becker Kunstlerlex., XXXV, p. 529, drawing 
from Mancini’s quote the logical deduction that the 
work of Novelli, that is, the decoration of the Refecto 
ry of Monteoliveto, must have been done within the 
first two decades of the century (II, p. 58).
The second quote, in chronological order, goes to Mal- 
vasia, who recalls “part praiseworthy, part negligible” 
the decorations of the small chapel of the sacristy of 
San Michele in Bosco in Bologna; the work, it says in 
these exact words, by tbe b a n d  o f  a  fa t h e r  fr o m  Ofida, 
a  lay  brother o f  this religion  (Bologna, 1686, p. 330). 
And here is where the difficult problem of the place of 
birth of the artist begins. He clearly in fact signed his 
name in Monteoliveto F. P au lus Novellus d e  A lph ide 
na-, and the current Alfedena, in the province of Aquila 
(antique: Aufedena) certainly seems to be the city as 
signed to welcome this however late fame of the artist. 
But so silent and sure over the centuries was the trans 
formation into Offida (see Malvasia) that the Marquis 
Amico Ricci, upon adding the artist to his “Memorie 
Storiche della Marca d’Ancona” does not even worry 
about his origin. Rather, the doubts that have already 
arisen (Zani, Encicl. Metod., Firenze, 1823, XIV, ad 
voc.; Bianconi, G uida... d i B ologna, 1835, pp. 171- 
172) turn, who knows why, to an imaginary and 
unique Aquino. We are happy to give the intricate 
problem to some scholar of toponymy, who could 
work to the advantage of the thesis from the Marches, 
should Offida be the result, by corruption and contrac 
tion, of an antique A lphidena.
The critical success of the lay brother, if that is what we 
may call it, is quickly summarized. After recalling Mal- 
vasia’s opinion, mentioned above, for the eighteenth 
century the opinion of a brother helps us, Father G. 
Grimaldi, who in his “Lettera sopra l’Archicenobio di 
Monteoliveto” (Firenze, 1788, p. 54) recalls him as be 
ing gifted with som e spirit, m an y ex travagan t ideas, 
but... n early less than  m ed iocre in  h is execution . The 
consultation of the “Memorie Storiche” by Amico Ricci 
does not provide us with many elements for a history 
of the artist, industrious elsewhere and added to vol. II 
in the chapter dedicated to “Pittori che nella Marca 
seguirono la scuola bolognese” (1834, pp. 277-78). Af 
ter providing information as to the frescoes of Monteo 
liveto (the exact signature is: Jussu D. dem entis Cat- 
tanei Bon Ab. G.F. Paulus Novellus de Alphidena Obi. 
Oliv. Pingere aggressus... Anno Salutis MDCXX— but 
see p. 283 No. 39), Ricci at the same time reports his

transfer to the Convent of San Michele in Bosco in 
Bologna, an attempt to a d a p t  in  h is p a in tin g  the m a n  
n er  that w as m ore ap p la u d ed  in  those days-, adding im 
mediately that h e  d id  n ot correspon d  in outcom e, p e r  
h ap s b ecau se  h e  w as too f a r  a h e a d  in years, a n d  n o  
lon ger a b le  to d etach  h im se lf fro m  the m ethod  h e  h a d  
alw ays p racticed . Related to this pessimistic consider 
ation is the negative opinion that emerges regarding 
the decoration of the sacristy.
Somewhere in the middle, as we have already said, are 
Malvasia’s interpretations, of the successive re-doings 
of his “Undeceiving Passenger,” by Bianconi and by 
the abbot Zani, limited to general indications: H eflo u r  
ish ed  in  1670. Indications and erroneous generality 
that were passed on in modern times to the Kunstler- 
lexikon. Where, rather, the frescoes of Monteoliveto 
are recalled, but those of San Michele in Bosco in 
Bologna are not mentioned. The latter had instead 
found a place in the monograph by G. Giordani and L. 
Arze on the Bolognese church (1850) achieving that 
success that everyone imagines, in times of gray beards 
and coronary sclerosis. The exact quotation was in C. 
Ricci-G. Zucchini, G u ida d i B ologn a  (1930), p. 215.
As for that which concerns the undertaking of Monteo 
liveto, recent research done by Father Fedele Corbet- 
ta— who I would like to thank here, along with Father 
Aldo Colombo and Prof. Enzo Carli, for their courtesy 
towards me— allows me to quote a short piece found in 
the notes in the Books of Transactions of the Abbey and 
of the State Archives in Siena. In July 1617 at the entry 
colors f o r  Fra P aolo  expenses are noted down; other 
expenses are noted in May 1618. In May 1620, the prob 
able final date of the work done, expenses up to today  
f o r  the Refectory 7071 lire a n d  8  so ld i f o r  the pa in tin g  
a n d  expenses o f  the p a in te r  F ra  Paolo, fr o m  Ju ly  161 7  
to M ay 18, 1620, is reported. Information with the same 
dates concern payments made to gilders, brick-layers 
and other secu la r  painters also involved in the decora 
tion of the room. For the small chapel in the Bolognese 
convent we recall that Malaguzzi-Valeri in his short 
monograph (1895, pp. 76-7) seemed to believe that the 
work done to decorate the sacristy could be dated 
around 1614. It was the rather recent merit of the 
lamented Guido Zucchini ( San M ichele in Bosco, 
Bologna, 1944, p. 49) in his informed and illuminating 
edition of the Malvezzi manuscripts, referring to the 
transactions of the Olivetan community from the begin 
ning of the fifteenth century to its suppression, to have 
with certainty clarified that in the year 1614 the Bolog 
nese chapter did indeed deliberate a contribution, but 
to the Archcenoby of Monteoliveto Maggiore, as a sub 
sidy for the decoration of the Refectory; and to have as 
certained the end of the work in the Bolognese sacristy 
as 1622 (p. 23); solving the chronological problem in 
the terms within which, however generically, Ricci had 
with exactness established it.

Post scriptum

After many years,* it must be confessed that the artistic 
figure of Fra’ Paolo Novelli, Olivetan monk, remains

obstinately linked to the small narrative complex of the 
altar of the sacristy of San Michele in Bosco in Bologna. 
In fact, the decorations of a few years before (1617- 
1620) in the Archcenoby of Monteoliveto are not up to 
the personality of the artist as he appears to us in his 
Bolognese work. The opinion was already that of the 
writers of the eighteenth century, and it is confirmed 
with the decision made by Enzo Carli in his mono 
graph dedicated to the Abbey of Monteoliveto (Milano, 
s.d.). The quality of the decoration of the sacristy of 
San Michele in Bosco nonetheless does not present 
doubts as to interpretation: the execution in liquid tem 
pera on a plaster preparation makes a kind of water- 
color, rich in superimpositions and enrichments by lay 
ering. The gesture is very precise, it could not be oth 
erwise, without risking compromising the trans 
parence of the chromatic texture. In these conditions, 
to speak of collaborations and therefore improvements 
in expression derived from another hand, one other 
than that of the by then elderly brother, seems truly im 
possible.
Father Novelli, therefore, remains principally entrust 
ed— at least up to today— to this episode on the hill 
that overlooks Bologna. The witty invention, the arti 
san-like but infallible drawing, the diaphanous and 
light chromatic weaving, the singling out of color of 
absolute freshness; and finally, but not last, the inde 
pendence of the brother amidst the great painting of 
the Bolognese and of Ludovico; these are all elements 
of effective importance. I remember well how Roberto 
Longhi, who at times was easily enthused, similar to a 
youth during his first experiences, before the photos 
that he had had taken, said that Novelli was the most 
beautiful, the must cultured, and interesting of all oth 
er Bolognese academic fogeys. Careful, those were 
years of controversial discovery between master and 
pupils on this side of the Appenine. But the quality of 
Fra’ Paolo is still unique and unquestionable.
(A.E. 1996)

* From the writing of this paper, which was published 
in the journal P arag on e in 1959.

201



TENVISTf 
MANVM 

OEXTERAJ 
- MtAMj

ISfcu& T jl
i n w l v n t J

TVA



Al e s s a n d r o  T ia r in i a n d  t h e  I c o n o g r a ph y  
o f  Sa n t a  F r a n c e s c a  R o m a n a

A  M o d e l  f o r  t h e  S e v e n t e e n t h  C e n t u r y  
B o l o g n e s e  S c h o o l  o f  P a i n t i n g

Raffaella Morselli

C arlo Cesare Malvasia, a friend and 
privileged interlocutor of Alessandro 
Tiarini, had this to say of the painter’s 

talents: “Before beginning to work he read 
the text very, very well and thoughtfully, as it 
contained the narration of the fact to be rep 
resented; then he would reflect on the 
amount of time, the occasion, the means, the 
end, on every circumstance, on every unfore 
seen event, without ever departing, however, 
from the pure truth, the essence, the sub 
stance.”1 And in the notes that have been ex 
cluded from his compendium he added that 
he was “an expert at the Sacred Scripture.”2 
After a very long life and a career that was 
not always straightforward, Tiarini died in 
1668;3 ten years later, in 1678, Malvasia pub 
lished F e ls in a  P ittrice, using many of the 
painter’s recollections with regard to Bolog 
nese artists that he had associated with and 
known from the last years o f the sixteenth 
century. Prospero Fontana, Bartolomeo Ce- 
si, Ludovico Carracci, Francesco Albani, Gui 
do Reni, Guercino and all of the pupils and 
so d a le s  that circulated in their studios until 
halfway through the cenrtiry. If the lives of 
the Bolognese painters reconstructed by the 
priest directly based on Tiarini’s memory, in 
most cases founded and accurate, are true, 
then we must also believe his affirmations 
regarding the studies and the knowledge of 
the master, who he consulted with such 
great affection from the very beginnings 
when he was training to become a painter. 
In truth, the story of Santa Francesca Ro 
mana that Tiarini illustrated beginning with 
the clear and dazzling painting located 
above the altar of the second chapel to the 
left of the church of San Michele in Bosco, to 
then continue over the years that followed, 
with rigorous variations in relation to the sa 
cred texts, in seven other versions o f differ 
ent quality that have survived, is based on a 
small book that the painter owned: Vita d e l  
la  B . F r a n c e s c a  R o m a n a  written by the Je  
suit Giulio Orsino, printed in Rome in 1608, 
the year during which the saint was canon 
ized on May 287
One of the most prolific authors on the first 
glorious season of Bolognese painting (his

catalogue is made up of approximately two- 
hundred paintings), Tiarini had had quite a 
productive life, and therefore one with a 
high tenor, at least according to what the his 
toriographer tells us: “He lived in a well-fur 
nished home, with maids and servants, eat 
ing at a good table with abundant and deli 
cious food, and rich with good wines: He 
dressed nobly, in silk for himself, his wife 
and his children.”5 Nonetheless, after much 
splendor, a long period of decadence began 
during the fourth decade of the seventeenth 
century: in 1661 Malvasia went to visit and 
revere him, and found him to still be very lu 
cid, so much so that he could “recite the 
verses of Tasso and Ariosto”; but he was by 
now blind, and confined to a bed, as his son 
Antonio recalls. Despite much eagerness, 
the archives hold very little historical data; 
the chronological limits are also contradict 
ed, now, by the legal inventory that says that 
he was dead at the age of ninety-four years, 
and therefore that he was not bom  in 1577, 
but three years earlier, in 1574. Perhaps the 
date of March 21, 1577, handed down until 
the present, referred to the baptism that took 
place when he was three. Other documents, 
found among those o f the two Bolognese 
notaries Martino Diolaiti and Orazio Monte- 
calvi, help us to reconstmct the biography of 
the painter. These documents are rental con 
tracts and financial transitions that help us to 
understand Tiarini’s wealth, as he was al 
ways referred to as “pictor insignis Bononi- 
ae.” From the year 1636 his home was under 
the jurisdiction of the parish of San Procolo, 
as may be read in the emptio dated June 25, 
1636 in which Tiarini asked Father Vincenzo 
from Piacenza, rector of the monastery of 
San Procolo and brother o f Giulio Cesare 
Sgualdi the priest of the Cathedral of Piacen 
za, to make improvements to his home, 
which was located next to that of the 
monastery, extending the property with a 
perpetual lease. Tiarini’s residence is de 
scribed: “murata, cuppata, tassellata, et bal- 
chionata super duobus solis via Mirasolis 
magni”; practically speaking, it was a high- 
class home on two levels with windows that 
looked out on the street and on the internal

courtyard, that bordered on the monastery.1'’ 
Ten years later, on October 12, 1646, 
Alessandro Tiarini called the notary to his 
home, up to the small room on the second 
floor, to ask Antonia Segni to give up her 
nine-year contract, stipulated in 1544, for a 
house and a piece of land in Ozzano; the 
painter’s servant, Andrea Pazzali, was also 
present at the writing of the document.7 On 
June 8, 1653 Tiarini and Pietro Faccini, the 
son of the painter of the same name, who 
was also his nephew, discussed finances be 
fore the notary, regarding debits and credits 
and a piece of land in Castelguelfo that Fac 
cini wanted to rent from the artist.8 The last 
document, written on January 19, 1666, two 
years before the death of the painter, com 
mitted Tiarini to paying back 2363 lire to An 
na Gomez, the widow of his son Francesco. 
As he could not pay this debt to the woman, 
a document was written in which a defer 
ment was made, and a portion of the house 
was pledged, should he remain insolvent.9 
Tiarini died on February 7, 1668. He was 
ninety-four years old and had been ill for 
some time; nonetheless, this condition did 
not justify the meagreness of the objects 
found in his home in Via Mirasole.10 The in 
ventory written up at his death by his son 
Antonio, on April 30 o f that same year, de 
scribes a home of great poverty. Two walnut 
beds, three old blankets, a few “pots in poor 
condition, two poplar tables,” no linens 
“having been in bed 5 years he consumed 
much of mine,” in the words of his son. 
There were no paintings either by him or by 
other authors, no drawings, no painting 
tools: only “several Madonnas and some an 
tique objects but of little value.” W e must be 
lieve Malvasia, who asserted that Tiarini, 
aware of his decline, gave his brushes to Sir- 
ani, dedicating himself until his death to “de 
votions and spiritual exercises.” The histori 
ographer many times emphasizes the lack of 
interest o f the painter in earnings or busi 
ness, but his positions as administrator and 
syndic of the arts, expert and professor at 
Ghisilieri’s academy of drawing, had certain 
ly contributed to his social, if not economic, 
affirmation.11 But the list of his possessions
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On previous pag es
Alessandro Tiarini, Santa F ran cesca  R om an a  
a n d  the Angel, oil on canvas (church, 
second chapel to the left).

would seem to contradict a position of 
wealth. After the splendor o f the peak of his 
career his possessions had probably passed 
on to Antonio, and the inventory written at 
his death described only what was necessary 
to an old man who had been infirm for five 
years. In fact, the small book on Santa 
Francesca Romana was listed among his 
son’s possessions, along with other objects 
that had probably belonged to the painter. 
After returning to Bologna from Florence 
where he had stayed from 1598 to 1606, with 
the help of Ludovico Carracci, Tiarini be 
came a part of the “felsineo” painting envi 
ronment and, immediately dealt with the 
theme of Santa Francesca Romana, that 
would make him one of the most famous 
painters in the city: as early as 1609, just one 
year after the canonization of the saint, the 
documents mention payment for a S an ta  
F ra n c e s c a  R o m a n a  R esu scitates a  Child, 
painted for the chapel o f the same name of 
the Olivetan monastery and church of San 
Bernardo, a work that was successively sent 
to the Gallery of the Pontifical Academy of 
Fine Arts in Bologna and which today is 
lost.12 And it is precisely with Santa Francesca 
Romana di San Bernardo that the Bolognese 
fortune of the saint and Tiarini’s career begin. 
Francesca Romana (Rome 1384-1440) had 
dedicated her entire life to Christian charity, 
helping the poor and the derelict, comforting 
those stricken with the plague in Rome, a city 
scourged by the disease, by famine, and by 
the calamity inflicted by Ladislao di Durazzo, 
the King of Naples, between 1404 and 1410. 
In 1425 she instituted the Oblates o f the 
Benedictine congregation of Monte Oliveto 
in the church of Santa Maria Nova at the Foro 
Romano following the example of Father 
Bernardo Tolomei, the founder o f the order, 
who had helped the plague-stricken in his 
city of Siena. Francesca Romana also adopt 
ed the coat of arms of the Olivetans, nearly al 
ways associated with her image, of the three 
hills, the olive branch, and the cross, respec 
tively symbols of the spirit o f prayer, fertile 
charity, and sacrifice. Her virtues were hu 
mility, obedience, charity, patience, faith; the 
guardian angel that was always near her, de 

fended her from the attacks of the devil. The 
testimony at her trial, which was concluded 
with the deposition of 1604, stated that she 
begged from house to house in favor of the 
poor, after transforming her rich residence 
into a charitable institution and a hospital. 
She was canonized on May 29, 1608 by Pope 
Paul V Borghese with the bull C oelestis  
a q u a e  flu m e n ,  two years before San Carlo 
Borromeo, with whom she ideally shared the 
concept o f charity and help to the plague- 
stricken, die disease o f which she herself 
died.13 From the time of her canonization, the 
veneration for her blessedness spread from 
Rome throughout nearly all of the regions of 
Italy through the Olivetan monks who in 
their churches and annexed monasteries 
asked famous artists to paint visions, ec 
stasies, miracles, episodes and paradigmatic 
moments from her life. The centers that 
drove the diffusion were the archcenoby of 
Monte Oliveto Maggiore with the bordering 
Tuscan monasteries, the abbeys o f San 
Michele in Bosco in Bologna, Santa Maria in 
Organo in Verona, San Vittore al Corpo in Mi 
lan, Santa Maria di Monte Oliveto in Naples 
(now named Sant’Anna dei Lombardi).
Santa Francesca Romana began to be associ 
ated with San Carlo Borromeo in 1611-1612 
when Paolo V wanted to recall the occasion 
of the creation of the two new saints with the 
decoration, inside the Paolina chapel in San 
ta Maria Maggiore in Rome, of the small 
chapels, San Carlo Borromeo on the right 
wall of the entrance, and Santa Francesca 
Romana on the left. The latter was frescoed 
by Giovanni Baglione during the same 
years, who chose the theme of Santa 
Francesca Romana and the angel, the same 
used for the banner o f the same name that 
was hanging in the church of San Pietro the 
day of the canonization.11 
The work ordered of Tiarini during the first 
half of the seventeenth century by the Olive 
tans, both metropolitan and rural, reflects 
the times of these events.
The first, dated 1609, was assigned him by 
the monks of the convent o f San Bernardo in 
the city. The monks usually resided amidst 
the peace of San Michele in Bosco, and the

monastery in Via degli Arienti served as a 
place to stay for the abbots and monks of 
San Michele in Bosco when they descended 
to the city, for those of San Michele nelle 
Alpi in Scaricalasino, of Santa Francesca Ro 
mana in Riccardina, and of Santa Maria in 
Regola in Imola, all Olivetan cenobies, dur 
ing trips to and sojourns in Bologna. The 
permanent settlement o f the monks of 
Monte Oliveto took place on April 22, 1584 
with the election of the first abbot, Claudio 
Marescotti. The monastic complex and the 
church had in the meantime undergone sub 
stantial architectural re-adaptation, and in 
1609, they began to think about its sacred 
furnishings. It was on that occasion that the 
second altar to the left was erected, dedicat 
ed to Santa Francesca Romana: in the pay 
ments discovered by Roversi there is a bill 
for 7 lire to the painter Alessandro Tiarini, 
probably a down payment for the painting 
of the saint that he was doing, S an ta  
F r a n c e s c a  R o m a n a  R estores L ife  to a  D e a d  
C hild, “with the marvelously expressed pain 
and stupor of the other women present with 
die abandoned mother,” which today is 
lost.15 Malvasia described it in his guide dat 
ed 1686 “mournful subject, excellent as usu 
al, of the melancholy Tiarini.”16 
Thus, the first assignment in Bologna dedi 
cated to the Roman saint was given to Tiari 
ni who, because o f the iconography and the 
very early due date requested, chose the 
episode of Francesca resuscitating a child 
suffocated by his mother as it was told dur 
ing the trials: “As a child had died suffocat 
ed during the night beside his mother, who 
pleaded with tears that blessed Francesca 
help her, the blessed one, moved and com 
passionate, gave an oration, touched him 
and he was immediately resuscitated.”17 
One year after the canonization of Santa 
Francesca Romana Tiarini was still free in 
his choice of the episode to represent, and 
the painting was not evidently to be a com 
pendium of the attributes o f the saint. It may 
be noted that the first chapel to the left was 
thereafter dedicated to San Carlo Borromeo, 
and the altar-piece entrusted in l6 l6  to the 
elder Ludovico Carracci (today it is in Forli

204



in the Municipal Gallery): the dual concept 
of Francesca and Carlo was respected after 
as many as eight years.
From this moment on Tiarini became the 
privileged interlocutor o f the Olivetans. Flis 
paintings dedicated to the theme of Santa 
Francesca Romana may be divided into two 
typologies: the autographed, beautiful ones 
of the first years o f activity, painted for vari 
ous Olivetan clients or supporters residing 
in Bologna, paintings that had to be perfect 
because extremely visible, a form of public 
ity for the painter, and those of the studio in 
which the intervention of the master was 
rather limited and circumscribed to the idea 
alone, and not to the execution, and these 
were destined to monastic orders located in 
the province.
After the evidently rather appreciated debut 
in San Bernardo, the first was S a n ta  
F r a n c e s c a  R o m a n a  a n d  th e  A n gel, for the 
main church of the Olivetans o f San Michele 
in Bosco, that is still today an Olivetan 
monastery, the altar-piece of the chapel of 
Santa Francesca Romana probably done in 
I6 l3 - l6 l4 .18 Right in front, during those 
same years, Tiarini had frescoed four walls 
and painted the altar-piece dedicated to San 
Carlo Borromeo, according to the associa 
tion proposed two years earlier in Rome by 
Baglione, suggested by Paul V. The m onks’ 
admiration for the painter was such that 
they also asked him to paint the M ir a c le  o f  
th e  M on k  D is in terr ed , to complete the fres 
coes of the cloister overlooking the same 
church, executed by Ludovico Carracci and 
his pupils.
On that occasion, which was decidedly 
more official, Tiarini dedicated to the Roman 
saint a large painting, incisive and strong in 
the iconographic choice, and austere in the 
pictorial rendition; as in the Roman banner, 
Francesca is accompanied by the angel sent 
by Jesus; she holds in her hand the book on 
which is written the twenty-third verse of 
Psalm LXXII “T enu isti m a n u m  d ex te ra m  
m e a m  et in  v o lu n ta te  tu a  d ed u x is t i me," but 
he adds the Olivetan coat of arms on the bot 
tom on which is placed a very lucid still-life 
representing a basket o f bread. In fact, one

of the stories in the life of the saint says: “one 
day as in the congregation of Holy Francesca 
there was bread sufficient for for only three 
people, but by blessing the bread enough 
appeared to satisfy XV of her sisters in Christ, 
and a large basket of bread was left over”: 
Tiarini reproduced the fact following the in 
dications of the P rocessi, and invents a pro 
totype used several times by himself and by 
the artists that were interested in this theme.19 
The A p p a r it io n  to  S a n ta  F r a n c e s c a  R o m a n a  
o f  h e r  S on  E v an g e lis ta  which today is found 
in Bologna (Credito Romagnolo Collection) 
published by Volpe must be of the same pe 
riod, originally located in the guest-rooms of 
the monastery, based on what is recalled by 
Oretti during the last years o f the eighteenth 
century.20 It was a “quadro da stanza,” given 
its size, suited to private devotion, but equal 
ly described by Tiarini with great attention to 
the sources. Francesca is seated in medita 
tion under the portico of the house, when 
her son, Evangelista, who had died of the 
plague the year before in 1412, appears be 
fore her, introducing an angel sent by Jesus 
as a visible companion for her entire life 
“while Francesca was in holy meditation, 
Evangelista, her son appeared with an angel 
o f the second choir, who would threafter al 
ways remain with the blessed woman.”21 
This small painting was immediately fol 
lowed by the Virgin G ives th e  C h ild  to S a n  

ta  F r a n c e s c a  R o m a n a ,  datable 1614-15, for 
the Foscherari chapel in San Petronio; this 
painting was ideally located opposite the al 
tar-piece in the same chapel representing 
S an  C ar lo  B o rro m eo , painted by Francesco 
Brizi nearly in rivalry.22 Tiarini’s invention 
here was quite “copious” in Malvasia’s opin 
ion. In fact, Santa Francesca and the angel 
are nearly seen from the back, and while the 
angel turns and nods to the spectator, the 
saint affably speaks with the Vergin. This 
episode in the life o f Francesca Romana is 
the product of a synthesis of several visions, 
according to what is narrated in the trials: “As 
often occurs, as Blessed Francesca is in beat 
ified vision, eternal God appears in the arms 
of the glorious Virgin Mother, and deigns to 
be given to the arms of the Blessed.” Once

again the painter rigorously adheres to the 
sacred texts.
About four years later another painting in 
which San Francesca Romana is represented 
appears in another famous Bolognese 
church. It is the great painting S an t A lberto  
C arm elitan e , S a n  C arlo  B orrom eo , S an ta  
T eresa d A v ila  a n d  S an ta  F ra n c e s c a  R o 

m a n a  w ith  th e  A n g el dated, based on stylis 
tic comparisons, 1618-21 and painted for the 
chapel of SS. Sacramento in the church of San 
Martino Maggiore.23 This time Tiarini must 
study a composition in which two groups of 
saints, San Carlo and Sant’Alberto to the left, 
Santa Francesca and Santa Teresa divided by 
the angel to the right, are opposite one an 
other, welcoming in their midst the client, 
probably Bartolomea Zani, the widow of the 
nobleman Giovanni Buratti, the family that 
owned the chapel.24 The choice of the four 
saints is a logical one: San Carlo and Santa 
Francesca Romana had been canonized by 
Paul V between the first and the second 
decades of the seventeenth century, Santa 
Teresa d’Avila by Gregory XV on March 12, 
1622, but declared a saint by Paul V on April 
14, l6 l4 .25 Thus, Bartolomea Zani sees to be 
ing protected by the three new saints, all de 
voted to charity. Sant Alberto, instead, was an 
obligatory presence in the city. In fact, the 
church of San Domenico preserved one of 
the most important relics of the saint from 
Cologne: the arm offered as a gift by Salvo 
Passetta in 1483 to the confraternity brothers 
of the Bolognese church, after the exhuma 
tion of the remains on the part of the same in 
the Domenican monastic choir of Cologne.26 
Rarely represented during the course of the 
seventeenth century, it is perfectly located 
near San Carlo, that corresponded to him in 
terms of his ability to study and his great 
knowledge of theology. On this occasion, 
too, Tiarini demonstrated his having pon 
dered the sacred scriptures to match the dif 
ferent personalities according to an intellec 
tual and not just aesthetic scheme.
This great theological compendium was fol 
lowed by the beautiful painting dated 1642 
representing S a n ta  F r a n c e s c a  a n d  th e  A n gel 
(private collection); the saint holds between
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Alessandro Tiarini, A pparition to Santa  Alessandro Tiarini, The Virgin Gives the Child
F rancesca R om an a o f  h er  Son Evangelista, to Santa F ran cesca  R om an a , oil on canvas,
oil on canvas. Credito Romagnolo Collection. Bologna, San Petronio.
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Alessandro Tiarini, San t’Alberto the Carmelite, 
San Carlo Borrom eo, Santa Teresa d  Avila 
and Santa F ran cesca R om an a with the Angel, 
oil on canvas. Bologna, San Martino Maggiore.

her hands a book on which is drawn an 
Olivetan coat o f arms, near her is an angel, 
and below is the basket with bread; thus, the 
composition refers to the painting for the 
church of San Michele in Bosco, which over 
the years proved to be the most successful 
rendition.27 The last is the S a n ta  F r a n c e s c a  
R o m a n a  of the Museo Diocesano in Imola, 
which is not as cutting and iconic as the ear 
lier works; rather it is imprecise and less ac 
curate, typical of the late Tiarini, small in size 
and coming from the church of Santa Maria 
in Regola which had previously been an 
Olivetan convent, of the same city in Ro 
magna.28 Calvesi believed that it was a repli 
ca of Tiarini’s painting in San Michele in

Bosco, but in truth it is a different version. In 
fact, its composition is totally different: the 
angel is to the right of the saint, wearing a 
black dress and a white veil; she is holding in 
her hands the book with the motto that dis 
tinguishes it, while at the base of the column 
in the background the Olivetan coat of arms 
can be seen.29 It was obvious that the Olive- 
tans o f Imola would mm to Tiarini: those 
who from the city in Romagna came to 
Bologna to keep in touch with the “main” 
house were accomodated in the monastery 
of San Gregorio. In the annexed church they 
would see the first version of the saint paint 
ed by Tiarini, to then go to San Michele in 
Bosco and admire the large altar-piece ex 

posed in the church. They could not have 
asked anyone but Tiarini to paint a Santa 
Francesca Romana for them, similar to those 
contemplated in Bologna.
The sources and the documents in the 
archives also speak of a S a n ta  F ra n c e s c a  
R o m a n a  w ith  h e r  P e n d a n t  representing 
S a n  C a r lo  in  O ra tion  in the Bonfiglioli col 
lection, according to the catalogue of 1757, 
which today is lost,30 and a G o d  th e  F a th e r  
w ith  h is  S on  a n d  th e  H oly  Spirit, S an  C arlo  
B o r r o m e o  a n d  S a n ta  F r a n c e s c a  R o m a n a  
w ith  a  S m a ll A n g e l  painted for the Olivetan 
fathers o f the monastery o f Bertalia and 
thereafter passed onto San Michele in 
Bosco, not as yet identified.31
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Following the important Olivetan orders for 
the city, requests on this theme were made 
to Tiarini from the same religious order but 
from confraternities located in the province. 
The painter chose the prototype of San 
Michele in Bosco, gradually adding or re 
moving details. But as he could not satisfy all 
of the requests made, he was forced to as 
sign some of the paintings to the pupils of his 
studio, as is demonstrated by S a n ta  
F ra n c e s c a  R o m a n a  a n d  th e  A ngel, an altar- 
piece by the school that was placed above 
the altar dedicated to Santa Francesca Ro 
mana in the previously Olivetan monastery 
of San Gabriele a Airola (Benevento), today 
located in the internal room of the same; the 
S an ta  F r a n c e s c a  a n d  th e  A n g el  in Cremona 
(Museo Civico, temporary location) in which 
the basket with bread reappears, the Santa 
Francesca Romana for the church of SS. 
Pietro and Paolo (ex-outbuilding of the 
Olivetan monastery of San Michele in Bosco 
in Bologna) in which the saint is represented 
without the angel, but with the book in 
hand, and the S a n ta  F r a n c e s c a  a n d  th e  A n  
gel, the altar-piece of the chapel of the same 
name in San Giovanni Evangelista in Parma, 
but coming from the church of Santa Maria 
di Castione Marchesi, which is also Olivetan. 
At the same time as Tiarini, the cult o f Santa 
Francesca Romana among Bolognese artists 
was dealt with, just a few years after her can 
onization and in a different area, by the 
painter who had been a pupil of Annibale 
Carracci: Baldassarre Aloisi, known as 
Galanino, who in 1611 was asked to paint 
the large altar-piece representing S a n ta  
F ra n c e s c a  R o m a n a  R eceiv es  th e  C h ild  f r o m  
th e  M a d o n n a  for the chapel o f the same 
name of the church of Sant’Anna dei Lom 
bardi in Naples, which had previously been 
an Olivetan convent, and that today is lost.32 
Based on the example of the orders made to 
Tiarini, and following the diffusion of the im 
age of the saint in Bologna afer her canon 
ization, even Francesco Gessi, who studied 
with Guido Reni, had consacrated two altar- 
pieces to the saint. One represents T he Vir 
g in  w ith  C h ild  a n d  th e  S ain ts L oren zo , N ico  
la  a n d  F r a n c e s c a  R o m a n a ,  today in Milan

(Brera Gallery), but originally in the church 
of Santa Maria dei Poveri in Crevalcore, 
painted during his youth within the second 
decade of the seventeenth century, at the 
same time, therefore, as Tiarini’s famous 
paintings for the metropolis.33 The other one 
representing the Virgin G ives th e  C h ild  to  
S a n ta  F r a n c e s c a  R o m a n a ,  that can be dated 
the beginning of the third decade of the sev 
enteenth century, is located in Bologna today 
at the Academy of Fine Arts, but it was origi 
nally located in the church of Santa France 
sca Romana of the Riccardina near Budrio, 
directly related with Tiarini’s painting in San 
Petronio.33 While the first has an archaic and 
late manneristic style, and is inspired by the 
Bargellini altar-piece by Ludovico Carracci 
(Bologna, National Gallery), the second, 
painted at a later date, is solidly based on 
Tiarini’s altar-piece representing the T he Vir 

g in  G ives th e  C h ild  to S a n ta  F r a n c e s c a  R o  
m a n a  in San Petronio. It had been ordered of 
Francesco Gessi by the Olivetans that resided 
in the convent of the Riccardina, near Budrio, 
built in 1510 circa by those Bolognese monks 
that had taken refuge in the country to es 
cape the bloody conflicts between the Ben- 
tivoglios and the Papacy. The same were ac 
comodated when they went to the city at the 
cenoby and the church of San Bernardo. 
Nonetheless, instead of assigning the paint 
ing to Tiarini, who during those years was al 
ready a privileged interlocutor for the Olive 
tans of most of Italy, the monks of Budrio 
gave Francesco Gessi the opportunity to il 
lustrate that passage in the life of Francesca 
dei Ponziani in which the Virgin appears to 
her and hands her the Child. Gessi uses the 
scheme that was already tried and tested by 
Tiarini, but he inverts the order of the per 
sonages, making the entire composition less 
intimate and more aulic.
Starting in the fourth decade of the seven 
teenth century, and based on the mark left by 
Tiarini, Guercino also tries the composition; 
he consacrates to the Roman saint two auto 
graphed paintings and others of the school or 
o f followers diffusing the theme particularly 
in the region of Verona. The first, that may be 
dated 1638, is S a n ta  F ra n c e s c a  R o m a n a  a n d

th e  A ngel, ordered by the nuns of Santa Maria 
in Organo in Verona, which had previously 
been an Olivetan convent, and the painting is 
still located above the altar of the right wing 
of the transept.35 The debt towards the proto 
type of San Michele in Bosco by Tiarini is so 
evident here that it looks like a homage of the 
“Centese” to the master. The choice of sym 
bols, of the arrangement of the saint and the 
angel, are identical; the only difference is the 
background. Guercino chooses here a set out 
in the open allowing him to describe with 
wide breath scenery furrowed by thick and 
heavy clouds. The painting must have been 
successful in the Veneto region; in fact, two 
copies were made during the same period, 
one in Santa Maria delle Grazie in Lonigo (Vi 
cenza), and the other in Villanova di San 
Bonifacio (Verona), the church of San Pietro, 
both Olivetan convents. Guercino had thus 
been guaranteed the orders of the Olivetan 
monastery of Verona, the center in eastern 
Italy that drove the diffusion of the cult of 
Santa Francesca Romana, subtracting a part 
of the popularity from Tiarini, the unques 
tioned protagonist o f all of the other monas 
tic nuclei.
The second painting dedicated to the saint 
was instead done by the “Centese” twenty 
years later in 1656-57, when Tiarini had re 
tired to a private life, ordered by an Olivetan 
father that resided in San Michele in Bosco in 
Bologna, named Buonavoglia. It was there 
after given by the Olivetan abbot Pietro Mar- 
cellino Orafi to Madama Reale di Savoia of 
Torino, where it can still be found today 
(Sabauda Gallery)36, In this version Guercino 
becomes even more strongly linked to the 
princeps version by Tiarini, even eliminating 
the background scenery.
Based on Guercino’s example, in Cento 
(Municipal Gallery), originating from the 
church of Sant’Agostino, Benedetto Zallone 
had Santa Francesca Romana appear be 
tween San Nicola da Tolentino and the Vir 
gin with Child in the altar-piece representing 
S a n  M atteo  a n d  th e  A n g el w ith th e  M a d o n  
n a  a n d  o th e r  S ain ts  dated about 1630;37 in 
Ascoli Piceno, in the ex-Olivetan monastery 
of Sant'Angelo Magno, instead, an unidenti-
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Alessandro Tiarini, Santa F ran cesca  R om an a , 
oil on canvas. Imola, Diocesan Museum.

Giovanni Francesco Barbieri known
as “il Guercino,” Santa F ran cesca  R om ana,
oil on canvas. Torino, Sabauda Gallery.

Francesco Gessi, The Virgin Gives the Child  
to Santa F ran cesca  R om an a , oil on canvas. 
Bologna, Fine Arts Academy.
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Donato Creti, Santa F ran cesca  R om an a  
Shows the C hild Jesu s to F ather Hippolitus, 
oil on canvas. Lucca, Archiepiscopal Curia.

fled student o f Barbieri painted the half- 
length portrayal o f S a n ta  F r a n c e s c a  R o 
m a n a  showing an open book (it is known 
that in the Marche region the “Centese” 
painter often recommended his nephews 
Cesare and Benedetto Gennari to those who 
hired him), which today is desposited in the 
parochial house of the same church; in Fer 
rara, too, in the parochial house of the 
church of Santa Francesca Romana, which 
was previously an Olivetan monastery, there 
is a S a n ta  F r a n c e s c a  a n d  th e  A ngel, the 
work of Guercino’s studio, in which the saint 
is portrayed half-length.38 
Tiarini is the artist who lived longest among 
his contemporaries: he lived through the era 
of the Carraccis, of Guido Reni, of Guercino, 
nonetheless always remaining independent, 
the protagonist that he tmly was o f the 
Bolognese artistic scene. Thus, we must not 
be surprised by the fact that his interpreta 
tion of the theme dedicated to Santa 
Francesca Romana was reflected in Gessi’s 
and Guercino’s production, that evidently 
considered him the promoter o f a new 
iconographic theme that had remained root 
ed in the Bolognese pictorial culture until 
Donato Creti; in fact, in about 1732 Creti was 
asked to paint the large altar-piece repre 
senting S a n ta  F r a n c e s c a  R o m a n a  S how s th e  
C h ild Jesu s  to F a th e rH ip p o litu sb y  the Olive- 
tans of the church of San Ponziano in Lucca, 
which then went on to the sanctuary of the 
Crocefisso dei Bianchi, and thus to the Curia 
Arcivescovile in Lucca.39 Here, Creti dealt 
with a biographical corollary of the life of the 
saint that had never been represented by his 
predecessors. Francesca Romana gives the 
Olivetan monk Ippolito da Roma, her confi 
dante and devout follower, the Child Jesus 
received from the Virgin who, blessing 
them, watches from on high. The environ 
ment is the same as that used on various oc 
casions by Tiarini, which Creti seems several 
times to lean towards confirming his visual 
culture changed by the examples of the mas 
ters of the first generations o f the seven 
teenth century.
Thus, from Tiarini to Creti, it would seem that 
the Bolognese painters held first place in the
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representation of the saint, despite the fact 
that she was of Roman origin and that there 
is no church in Bologna dedicated to her. 
And yet her accomplished life o f celestial vi 
sions, miraculous actions, works of charity 
became an exemplum for Olivetan orders 
throughout Italy and Alessandro Tiarini the 
promoter of the diffusion of her image.
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D o m e n ic o  Ma r ia  C a n u t i a n d  E n r ic o  
H a f f n e r : T h e  F r e s c o e s  o f  t h e  L ib r a r y

Simonetta Stagni

O n June 21, 1677 Domenico Maria 
Canuti entered the renewed library 
of the Olivetan convent of San 

Michele in Bosco to initiate his fresco deco 
ration, called to this undertaking by the 
abbey of the monastery, Taddeo Pepoli, 
who had been his patron thirty years earli 
er,1 and had made the gifts of the then 
young painter known to the noble families 
of Bologna and Rome, obtaining increasing 
ly prestigious orders for him. The fact that 
we know the exactness of the date that the 
work began and can actually follow it step 
by step is because of the fortunate survival 
of a book of transactions2 in which all of the 
work, not only pictorial, that was done in 
the library was noted by a monk who de 
fined himself in the incipit “p. Benedetto da 
Bologna.” In fact, the sixteenth century 
structure of the rooms that housed the con 
vent library was considered by the abbot 
not up to the luxury of the monastery or “to 
the nobility of its other parts,” and Taddeo 
Pepoli deliberated that it should be adapted 
to the changed canons of taste and to the 
new rules of Baroque sumptuousness, mak 
ing it “larger and nobler.” Actual building 
work began on March 10, 1677 and the an 
cient library “was raised about seven feet, 
vaults were made, and sites distributed, with 
the order of the doors and the windows, and 
other things, according to what had been 
prescribed by Mr. Monti, rich in very beauti 
ful ideas, that in practice led to true magnif 
icence,” all within a period of three months, 
if Canuti could begin as early as June of the 
same year to fresco the walls and ceiling of 
the rooms that had just been renovated by 
the architect Giovan Giacomo Monti, and 
that had cost the generous abbot, who as 
sumed complete responsibility for the ex 
penses, the considerable sum of 12,790 
Bolognese lire. The cost of Canuti’s work 
and of that of the quadraturist Haffner came 
to weigh moderately on the general budget, 
in that on the basis of the contract stipulated 
on December 1, 1677 between Taddeo Peo- 
pli and the two artists3 we find that: “the true 
price of their work will be the satisfaction 
that they will find in leaving a conspicuous

memory of their worth in this Monastery, 
and in a Religion loved by them, particular 
ly by Mr. Canuti...To express his gratitude 
(as the aforementioned did not ask for any 
thing) the abbot Pepoli paid them eight 
‘doble’ per month, that is, four each; at the 
same time declaring that he knew full well 
that this recognition was not sufficient for 
the value of their work.”
Rooms were made available in the convent 
for the painters to rest, as were materials for 
painting, listed according to the date of pur 
chase and with a relative price in the book 
of transactions, from which we know that 
the painters needed “pots, plates, and other 
terra cotta vases, broken and whole,” sieves, 
brushes, and sponges, “reams of blue paper 
for the ‘cartoni’...and 1000 tacks to nail the 
‘cartoni’ to the vault” and “four ordinary 
high-backed chairs to raise the scaffolding” 
in addition to leather cuttings to make the 
glue, and what was needed for the colors 
red and gold. Thanks to the Giomale de' 
SS.ri Pittori compiled within the same book 
of transactions, in page 150 we are told that 
on June 29, 1677 “S. Canuti began to paint 
the ‘cartoni’ of the last room, that is, of the 
trompe l’oeil. On July 6 S. Canuti laid down 
the fresco of said trompe l’oeil. On July 16 
the fresco was finished,” that is, the decora 
tion on the vault of the third room with The 
Archangel Michael Beseeches Divinity to 
Aid Science and the Cardinal Virtues: it 
took Canuti about a month a half to do his 
share of the work, returning to touch it up 
on August 2 and 9, while to nearly finish 
painting the room with the help of the quad 
raturist Enrico Haffner, who had worked be 
side him since August 4, 1977, he took until 
January 24, 1678 when “the scaffolding of 
the last room was dismantled, and the room 
was nearly completely painted, except for 
the comers.” This is the last bit of informa 
tion noted in the book of transactions, but 
the dates on the receipts4 signed by the two 
artists for the sums received as down pay 
ments for the total expense testify to their 
constant presence during the years 1678- 
1679 and part of 1680; moreover, their con 
tract clearly specified that the artists “will do

the Work until its total perfection has been 
achieved, without taking on any other work 
elsewhere, while they are doing this work.” 
And although this condition was respected 
because of the devotion of the two painters 
to the illustrious client, the work that was 
begun with such celerity lasted more than 
three years, probably because of Canuti’s 
health: in Crespi’s words, “being of a rather 
solitary, and hypochondriacal nature, also 
somewhat infirm” after returning to Bologna 
from Rome in 1677 “he resumed working, 
but somewhat slowly because of his con 
stant discomforts.”5 Only on September 19, 
1680 did Canuti himself write on the last re 
ceipt: “I, the undersigned, from the Most 
Reverend Father Abbot Tadeo Pepoli re 
ceived three-hundred lire for my work done 
in the library of San Michele in Bosco from 
the past month of May until today and all of 
.the work is finished in the glory of God and 
of San Michele Arcangelo, and I am totally 
satisfied with my work done there.” The 
work must have been greatly admired and 
approved of, and this is echoed in the words 
of Malvasia who in 1686, a few years after 
the work was completed, praised it as fol 
lows: “the very noble library recently rebuilt 
by the Reverend Abbot Pepoli, painted with 
capricious invention by the faithful com 
panions, Affner for the quadratura and 
Canuti for the figures, and more sumptuous 
work cannot be seen anywhere,”6 and again 
in 1713 a French Barnabite passing through 
Bologna estimated this library to be: “the 
most beautiful and of the greatest taste that 
I have ever seen in Italy...All is alive and an 
imated, and this place has more the air of 
the gallery of a great prince, rather than the 
library of a religious order.”7 If compared 
with the decorations painted previously or 
at the same time in other libraries Canuti’s 
and Haffner’s work is extremely innovative, 
particularly with regard to the distribution of 
frescoes in every space of the ceiling and 
walls, left free by the openings of doors and 
windows or by shelves, and constituting a 
prototype for the rich libraries of the centu 
ry that followed. Those painted in Italy dur 
ing the seventeenth century cannot be com-
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Domenico Maria Canuti, Divine Know ledge 
D om inates H um an K now ledge, fresco, 
second room.

On previous pages  
Umberto I Library, main room.

Opposite
Domenico Maria Canuti, San Tommaso 
a n d  Scoto and Allegory o f  America, frescoes, 
second room.
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pared, in terms of the actual painting, to the 
library of San Michele in Bosco, as any work 
done was usually limited to a single fresco 
on the ceiling;8 but it is at any rate interest 
ing to note how the iconographic themes 
used were similar to those illustrated by 
Canuti, how they clearly responded to the 
need for religious propaganda at that mo 
ment in time. The theological allegories in 
the frescoes are in fact certainly due to the 
erudite abbot Pepoli: these were so dense in 
ideas and so abstmse as to require an ex 
planatory pamphlet, published anonymous 
ly in 1681, perhaps because the identity of 
the author should have been evident,9 a fre 
quent practice in an age in which allegories 
prevailed, characterized by greater attention 
to their expressive richness rather than to 
the immediacy of their comprehension.
The background theme in the three rooms 
of the library is that of Knowledge, that cul 
minates in the fresco painted at the back in 
the middle of the central room with the sub 
ject Divine Knowledge Dominates Human 
Knowledge, while the decoration of the two 
remaining sections of the ceiling aims at
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Domenico Maria Canuti, C on cordan ce  
on the Earth a n d  Allegory o f  Water.; frescoes, 
first room.

Opposite
Domenico Maria Canuti, Virtues’ Ascent 
up the Hill, fresco and preparatory drawing, 
second room.

warning against using knowledge too bold 
ly, with Curiosity Held by the Hand by De 
sire but Veiled by Religion, and clarifies how 
research must all be aimed at the Good with 
The Genius of Arts and Sciences that Togeth 
er with Virtuous Love Drives Away Vices. In 
this room, which is the main room and the 
largest one in the library, every bit of plaster 
was covered with frescoes also representing 
various branches of knowledge, such as al 
legories of the Continents and the Arts, but 
in particular with the seven lunettes on the 
walls, each one of which represents a pair of 
Knowledgeable Men, that must have acted 
as a catalogue for the books in the shelves 
underneath, similar to that hypothesized for 
the wooden statues of the Wise Men of an 
tiquity that are found in the same position in 
the library of San Giorgio Maggiore in 
Venice.10 It is interesting to note how Canuti 
expressed himself differently in painting the 
lunette as compared to what he did in the 
frescoes on the ceiling, where the bold de 
scriptions and the evident tension towards 
infinity are perfect for an allusion to the su 
pernatural, and the masterly use of light cre 
ates the illusion of spaces that cross over ter 
restrial limits attracting the on-looker to 
wards an abstract dimension, while the en 
forcement of the figures of the Wise—larger 
than life and muscular, in a style dear to 
Canuti—is totally physical. The artist was, in 
fact, very good at giving plastic relief to the 
bodies he painted, so as to create the optic 
effects of a true illusionist, an essential abili 
ty for a Baroque fresco-painter and of which 
Domenico Maria had already given ample 
proof in other previous and important deco 
rative undertakings, such as that dated 1674 
and 1675 on the ceiling of the nave of the 
Roman church of Santi Domenico e Sisto. In 
that work, too, Canuti had collaborated with 
Haffner and the outcome was very satisfac 
tory, and if the library of San Michele in 
Bosco obtained such majestic results despite 
the relatively modest amount of space avail 
able, this was to a good measure due to the 
work of the quadraturist: Haffner knew how 
to paint cornices of sumptuous fake archi 
tecture, but in a manner that would not over-
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Domenico Maria Canuti, The A rchangel 
M ichael B eseeches Divinity to A id  the Sciences 
a n d  the C ard in al Virtues, frescoes (detail 
and overall view), third room.

come the figures, rather heightening them 
and creating a link between them, with in 
genious and varied ornaments, painting a 
homogeneous decorative texture without 
being monotonous, rather, constantly sur 
prising the observer by the richness of in 
vention; and all of this was solely due to 
Haffner as in the various drawings prepared 
by Canuti for these frescoes" the fake archi 
tectural parts were never present. Canuti 
was instead responsible for the representa 
tions of flowers and of festoons of vegetal 
elements inserted in the quadratura, such as 
those painted in the clever scene of a cupid 
portrayed so that he is located in front of a 
crocodile, The Allegory of America, frescoed 
in a fake niche decorated with leaves and 
fruit depicted with the same vigor and relief 
that Canuti dedicated to his figures and re 
vealing the careful attention of the painter to 
the natural element in all of its aspects. Well- 
articulated and grandiose despite the small 
amount of space in which it had to be paint 
ed is Virtues’ Ascent up the Hill that stamps 
out in the large lunette at the back an ani 
mated composition in which Canuti’s de 
scription is effective and homage is paid to 
Guido Reni who had been his teacher, by 
painting his portrait among the wise men 
who ascend the hill. As for the two rooms on 
either side of the main one, the ceiling of 
that which leads into the library depicts the 
four temperaments of man stretched out on 
the terrestrial globe and alluding to Concor 
dance on the Earth while the allegories of 
The Four Elements that were thought to be 
related to the temperaments, occupy the 
pendentives of the vault with physical evi 
dence, particularly the The Allegory of Water 
in which the triton exhibits a muscular back 
as if from a manual on anatomy, nearly to 
show how Canuti had reflected on the Car- 
racesque lesson interpreting it with totally 
Baroque magnificence. It is in fact the Ro 
man taste for hyperbole that pervades the 
figures of the four Humors of man; they are 
thick-bodied but not static, moved by an in 
ternal force that projects them into space 
with masterful description and accentuates 
the sense of depth given by the light, that
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gushes from behind the terrestrial globe ir 
radiating towards infinity, feigning on the 
plaster the airy transparence of ether, or 
modelling with just as much illusory con 
creteness the architectural cornice in the 
shape of a star. Light also plays an important 
role in the fresco on the ceiling of the third 
and last room of the library, in which The 
Archangel Michael Beseeches Divinity to 
Aid the Sciences and the Cardinal Virtues, 
and the blinding light that emanates from 
the woman dressed in white impersonating 
Divinity creates communication between 
the on-looker and the divine entity along the 
course of the luminous rays, that symboli 
cally mean the vehicle of the will of the 
supreme being. The frescoes continue in the 
pendentives of the vault with the allegories 
of The Four Cardinal VirtueswhWe the walls 
are filled with monochromes representing 
The Four Fathers of the Church, as this last 
room was destined to contain mathematical 
and scientific tools and not shelves for 
books. In fact, the book of transactions 
clearly expresses the intentions of the abbot 
Pepoli regarding the “Library” to “have it 
painted by Domenico Maria Canuti and his 
companion Enrico; to make new shelves, 
modern ones; to add all of his books, that he 
keeps in his rooms, and to place there some 
mathematical instruments, binoculars, mag 
nets, and other objects for the decoration of 
the library, and for the benefit of the pupils.” 
In 1788 Fantuzzi could see it completely fur 
nished with “walnut shelves, some pieces of 
olive wood inserted, based on the drawings 
of Monti himself,” and he considered the 
decoration “of such nobility and charm, that 
I do not think any other Library may be com 
pared to it.”12 But in 1799 the Olivetan order 
was suppressed and the convent was turned 
into a prison from 1804 to 1824, to then be 
come the residence of the pontifical legate 
in 1843, when the library, stripped of its fur 
nishings, was used as a reception area. Al 
though the frescoes remained for the most 
part intact, we can still understand how 
Vidussi believed it to be “singular for its 
Paintings, enriched by the glorious brush of 
Domenico Maria Canuti, who made more

use of his ability that his drawing,”13 of the 
many certainly precious objects that must 
have filled it only the large globe had re 
mained in its place, while “the Angel 
Michael with the Devil under his feet...origi 
nal in bronze, that the Reverend Abbot Pe 
poli had had made by the very elegant Cav- 
aliere Algardi, and that today may be found 
at the head of the noble Library”14 still exists 
but is kept in the Municipal Medieval Muse 
um in Bologna. The current aspect of the li 
brary is substantially that which was con 
ferred on it when, after having been a “villa 
reale,” the convent became the site of the 
Rizzoli Institute, and in 1928 by the will of 
Vittorio Putti the three rooms were restored 
and again used as a place of study.
The plaster that hid the two allegories of 
Painting and Poetry painted by Canuti on a 
wall of the second room was removed, and 
the two windows that had been walled up 
during the course of the centuries were 
once again opened, and the library was fur 
nished with the walnut shelves that we can 
still see there, in eighteenth century style by 
Fusaroli; despite its adversities, the “Library” 
has indeed returned to be that place of cul 
ture and beauty that its inventor had suc 
ceeded in creating thanks to the work of 
“Worthy and distinguished persons of the 
arts,” who left there, without hesitation, the 
many gifts of their brilliance.

Notes

1 Domenico Maria Canuti was bom on April 5, 1626 and 
died on April 6, 1684, a few years after finishing the 
frescoes in the library of the convent of San Michele in 
Bosco and others painted in the church between 1682 
and 1684. For more information on the artist see S. Stag- 
ni, D om en ico  M aria  C anuti-C atalogo G enerate  (Rimi 
ni: 1988).
2 Libro con ten en te Spese d i fr a b b r ic b e  fa t t e  d a l  Con- 
vento d e ll’a n n o  1680 relat. a l ia  fa b b r ic a  d ella  Libre- 
ria, Bologna, Archivio di Stato, Manuscript n. 178-2350; 
all of the passages cited between commas in the text, if 
not otherwise specified, refer to this text.
1 The contract with which the abbot Pepoli assigned the 
decoration of the Library to Canuti and Haffner is in 
cluded in the L ibro ... of which note n. 2, and is made up 
of six manuscript pages numbered 2 (and 2v), 3 (and 
3v), 4, 5.
1 The receipts signed by the two painters follow the

contract included in the L ibro ... and occupy five man 
uscript pages numbered consecutively to the contract 
itself, that is 6 (and 6v), 7 (and 7v), 8 and have the fol 
lowing dates: December 13, 1677, April 18, August 22, 
December 23, 1678, August 3, November 26, Decem 
ber 23, 1679, September 19, 1680.
5 L. Crespi, Felsina Pittrice-Vite de'P ittori bolognesi-To- 
m o III c b e  serve d i  supplem ento all'opera d el M alvasia  
(Rome: 1769), p. 116.
6 C.C. Malvasia, Le Pitture d i Bologna. 1686, (Bologna: 
1969), edited by A. Emiliani, p. 337.
2 The passage may be found in the book edited by A. 
Sorbelli, B ologn a negli scrittori stran ieri (Bologna: 
1933), V, p. 259.
8 To this regard see n. 18 on p. 121 of the monograph 
on Canuti.
9 The text of the pamphlet is reported in its entirety by 
G. Giordani on pp. XII-XV1II of his: L ndicazione stori- 
co-artistica d elle cose spettanti a lia  Villa Legatizia di 
San M ichele in B osco  (Bologna: 1850).
“ This library was decorated between 1663 and 1668 by 
Coli and Gherardi with large square sections on the 
ceiling in which Knowledge took on the semblances of 
Minerva and the subjects of which were explained in a 
pamphlet by Marco Valle printed in 1668.
11 On January 10, 1990 at an auction at Christie’s in New 
York a drawing attributed to the circle of Domenico 
Maria Canuti appeared (n. 14, black carbon, brown ink, 
gray watercolor, 18.1 x  25.4 cm), the subject of which 
was erroneously identified as “Venus giving Hippolitus 
the golden Balls”. In truth the leaf is not only an auto 
graph by Canuti himself, but it represents a male figure 
and more precisely a man with a helmet and in the 
clothing of an ancient warrior, who with his right hand 
indicates the Hill of Virtue while he holds an open book 
in his left hand. This rendition is still quite distant from 
the final one, particularly with regard to the clothing 
and the different position of the left arm, but it is clearly 
recognized as a preparatory drawing for the figure that 
appears in the large lunette at the back of the central 
room of the library. This drawing, now correctly attrib 
uted, lias been added to others that over the years have 
been referred to the Library, and are as follows: for 
Virtues’ Ascent up the Hill up to now only the drawing 
representing the two main personages Was known, that 
is The Wise M an Who A ccom pan ies the Child, Windsor, 
Royal Collections, n. 4369; for C on cordan ce on  Earth 
an entire drawing is kept in the Museum of Besancon, 
n. D 1670 and another with the head of Phelgm atic H u 
m or  on the rectus and the legs of the same on the verso 
may be found in the Janos Scholz Collection in New 
York; for D ivine Know ledge D om inates H um an Knowl 
edge  two drawings of the whole are at Windsor, Royal 
Collections, cat. n. 58, and in the Museum of Ann Arbor, 
Michigan, n. 1970/2.35, while three other partial ones 
may be found in Venice at the Fondazione Cini n. 30959 
and in Vienna, Alberina, n. 2040 and n. 2474.
12 G. Fantuzzi, N otizie degli scrittori bolognesi 
(Bologna: 1788), p. 361.
15 G.M. Vidussi, Trattenim ento letterario, ovvero fa sc e to  
d i lettere m iscellan ee  (Bologna: 1701), p. 25.
14 Malvasia, p. 327.
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P e rsp e ctiv e  Illu sion ism  in San M ich ele  
IN Bosco AND THE “GREAT PERSPECTIVE” 

o f  D e n to n e  an d  C o lo n n a
Anna Stanzani

I n the octagonal cloister of San Michele 
in Bosco the Carracesque cycle was 
pleasing to the eyes, like a theater, an 

uninterrupted diorama, a continuous mer- 
ry-go-round of scenes, architecture, unlim 
ited spaces, events, lights and shadows, 
nights and days. Thus, the seventeenth cen 
tury made its debut with an extraordinary 
spectacle, with a surprising theatrical ma 
chine out in the open. A well-assembled 
mechanism expressed the strictly narrative 
representation (the stories of San Benedetto 
and Santa Cecilia) in their illusionistic archi 
tectural setting, and this was the real archi 
tecture of the courtyard that culminated in 
the dynamic, ever-changing completion of 
the psychophysiological vision that the ob 
server, during the different hours of the day, 
could perceive while strolling under or out 
side of the portico. But of that “transitive” 
mechanism (Shearman), where painting is 
projected outside of itself, we can today in 
tuit the ingeniousness more than evaluate 
the continuous exploits of countless 
changes, of varied and frequent effects, the 
possibilities of unpublished and illusionisti- 
cally surprising perceptions, as the paint 
ings have been ruined, and we do not have 
the help of a complete graphic testimony. In 
fact, seventeenth and eighteenth century 
engraving transcription appears to be influ 
enced by the principle of ut pictura poesis 
and burdened by the prejudice of the supe 
riority of the painting of history over any 
other type, including the painting of archi 
tecture, of which the future memory did not 
seem to be necessary to hand down the 
greatness of the work done by the Carracis. 
And yet the seventeenth century, to which 
the cloister will provide irreplaceable stim 
uli of proto-Baroque visionariety, despite 
that prejudice, will more than once pro 
claim, also through clamorous exhibitions 
of Bolognese fresco-painters, the triumph 
of quadratura, of painted architecture, as a 
vision, a suggestion, a spectacle of space 
and of perspective as deception and illu 
sion, at times excluding, more often banish 
ing to the margins or to a faraway place, 
making it unimportant, that which is usual 

ly the protagonist: the story and thus the fig 
ure. Hence, what occurs is that perspective 
is not only an instrument of the craft of the 
painter, but the purpose itself, not only “a 
means to place food clearly on the table,” in 
the words of Alessandro Tiarini, but itself a 
savoury specialty.
The possibility offered by mural painting of 
economically providing a sense of spatial 
duplication to settings had been known 
since ancient times, as demonstrated by 
Pompeiian and Roman “lacerti” represent 
ing illusionistic images of architecture. Dur 
ing the seventeenth century the experi 
ences expressed, matured and collected in 
this sense of the history of art are intimately 
tied to the culture of the times: guided by 
the perception of the world as appearance 
and change, by the hedonism that charac 
terizes the century, by the search for sur 
prising pleasures, painters developed all of 
the illusionistic potentialities of so-called 
quadratura in theatrical involvements, in 
the decoration or rather pictorial comple 
tion of the real architecture of any type of 
setting, from the vast spaces of rooms and 
staircases in royal palaces, to rooms that 
were too narrow, to the most modest court 
yards, to the passageways of back staircas 
es, to churches, to sacristies, to long corri 
dors of convents; the painting of perspec 
tive illusionism constituted the provision 
that made anonymous and not very sceno- 
graphic places surprising and exciting, and 
offered exquisite pleasures to the view 
while hiding the boring and inert opaque 
ness of walls; although it was a well-paid 
activity, it cost less than columns and real 
marble, and, as Malvasia wrote, it provided 
“that richness, that pomp, that great luxury, 
that had never been thought of before,” so 
that “any hovel” could “ab libitum be trans 
formed into a royal palace” (Longhi). 
Between the second half of the seventeenth 
century and at least for the entire first half of 
the eighteenth century, in the courtyards of 
San Michele (except for in “that of the Car 
racci”) painted perspectives are constantly 
renewed: in 1663 the perspective facing the 
guest-room in the middle courtyard known

as “del pino” is painted, done over by Si 
mone Ottani in 1655, the same year in 
which Giovan Battista Fracassi paints a per 
spective in the cloister of the stables; in 1706 
Giuseppe Santi as a quadraturist and 
Giuseppe Maria Crespi as a figure painter, 
paint one in the cloister of the “pino” and 
another one in that of the stables, where 
both Gioacchino Pizzoli and Vincenzo Tor- 
reggiani paint perspectives. Halfway 
through the eighteenth century, Torreggiani 
paints two in the cloister of the “pino,” of 
which that facing the large staircase is the 
only one to have survived.
The church is also involved during the sec 
ond half of the seventeenth century in radi 
cal work that changes its pictorial skin, so 
the sixteenth century “stories” painted by 
Bartolomeo Ramenghi and Biagio Pupini, 
“to obtain the two chapels of San Carlo and 
Santa Francesca Romana,” to enrich “by 
lights, doors, decoration, to totally remod- 
ernize the ancient Church,” were “ruined.” 
Other “stories” to substitute the sixteenth 
century ones were not painted, but with 
“that greatness and nobility that can be seen 
and that cannot be desired more” (Malvasia) 
Canuti animated the apsidal zone with Tri 
umphs (of the Immacolate Conception in 
the apse, of Eternal Truth in the cupola, of 
the Archangel Michael over the Demons in 
the large arch of the presbytery) and Colon 
na, Militelli, again Canuti, Cignani, and San 
ti involved the church in a spatial imagina 
tion that breaks through the walls, prolongs 
in the architecture, and enriches the room 
with illusory lateral spaces, inviting partial 
views but inaccessible to the senses when 
out of sight, or creates on this side of the 
space of the observer a virtual and intangi 
ble decorative surface of precious materials 
(stones, colored marble, bronze, gold, vel 
vet, satin), that are modulated in decora 
tions, in cornices, in shelves, in balustrades, 
in emblems, in flowers, in cloths. In other 
words, descriptive taste prevails over the 
narrative literary one that during the previ 
ous century had encouraged the decoration 
of noble residences with the stories of the 
undertakings of mythical or knightly he-
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Angelo Michele Colonna and Agostino Mitelli, 
Blessed Nun, fresco (church, nave).

Angelo Michele Colonna and Agostino Mitelli, 
Perspective with Vase o f Flowers, fresco 
(church, triumphal arch).

roes. Now in art, as in science, spectacle 
competes with story, and the phenomenon, 
that which appears, with essence and sym 
bol that had dominated sixteenth century 
culture. The grandiose Baroque affirmation 
of the independent value of the image, dis 
tinguished from concepts and notions, can 
at any rate be of use to the propaganda and 
the celebration: appealing with surprising 
forms to the marvel that is brought about, 
the psychological conditions are created in 
the spectator for his or her unconditioned 
participation, as the Jesuits knew very well 
in preparing the stupefying scenographic 
machines of “sacred theaters.” In decoration 
it is possible to witness, thus, a sort of fall of 
contents, and a perspective formalism also 
appears in the decoration of churches, to 
the sides of the altar, as a background to 
convents dormitories, in cloisters, where 
worldly views of architecture in perspective 
often substitute sacred representations. It is 
the same mechanism of fmition that 
changes: from a conceptual attention aimed 
at analyzing rhetorical motives, moral pur 
poses, celebrative topoi, that are at the basis 
of the choice of a theme, we move on to an 
essentially visual, sensitive attention. 
Through the misrepresentation of perspec 
tive the truth will be able to prolong itself in 
the possible, and perception will become 
adventurous almost as if in voyage, as excit 
ing as the discovery of faraway spaces, as 
surprising as a theatrical scene.
For almost an entire century, before it was 
devoured (to paraphrase an effective crasis 
by Malvasia) by waters, suns, winds, by a 
paradigm of illusionistic perspective paint 
ing in the open, an example that must have 
struck the sight and imagination of its visi 
tors: these were the solemn simulations of 
majesty offered by the great perspective ex 
ecuted by Girolamo Curti known as Den- 
tone (1575-1632) and by his young associ 
ate Angelo Michele Colonna (1604-1660).
In local historiography Dentone is assigned 
the role of reformer of the quadraturist and 
perspective cote of the Bolognese school, as 
the Carraccis were for the painting of histo 
ry (not without careful attention, as men-
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Domenico Santi known as “il Mengazzino,” 
Perspective, fresco (church, sacristy).

tioned, to the illusionistic perspective as 
pects of this painting and to its profitable in 
clusion in reality). As compared to the exu 
berant manneristic over-emphasis of deco 
ration in art, that was copious and eclectic, 
Dentone initiates a qualified specialization 
that circumscribes the areas of knowledge 
delineated, enucleating several privileged 
themes (perspectives, backgrounds, quad 
ratura) and making them more profound al 
so in terms of a theoretical preparation.
An incision by Pio Panfili, executed for Gi 
an Pietro Zanotti’s book, II claustro di San 
Michele in Bosco, published in 1776, is pre 
cious testimony of the perspective executed 
within the Olivetan complex, a setting that 
could be seen by flanking the church, walk 
ing east along the walls of the convent. Bet 
ter than in another incision by Panfili, a 
view, again pertaining to the same editorial 
initiative, the perspective may topographi 
cally be observed in the massive structure of 
the Olivetan complex, in an incision done 
by Friedrich Bernhard Werner in 1732, 
where the different angle and some per 
spective distortion allow us to single out the 
work of the two fresco-painters on the wall 
of a construction to the left, built just behind 
the hill.
According to an eighteenth century tran 
scription of documents regarding the con 
vent, it was the abbey Pietro Bomini in 1627 
who hired Dentone to paint the perspective 
based on a drawing by Colonna. The date is 
confirmed by Malvasia who, in writing Cur- 
ti’s biography, can still utilize the direct in 
formation of Colonna, particularly reliable 
from 1625 on, the year that the partnership 
“each earning half’ between the two 
painters began. In 1626 they decorate a 
“gallery” in the Olivetan convent, they then 
spend the winter in Ferrara painting theatri 
cal scenes, in the spring they paint the 
“great perspective” of San Michele in Bosco. 
Colonna had begun to argue with his part 
ner because of what he thought to have 
been too small an amount paid to paint the 
gallery of the convent, and he now person 
ally negotiates the price: “the Fathers 
thought it was strange, and tactless obstina-
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Domenico Santi known as “il Mengazzino,” 
and Domenico Maria Canuti, Upper arches, 
fresco (church, nave).

Domenico Santi known as “il Mengazzino,” 
Chancels, fresco (church, nave).

Opposite
Vincenzo Torreggiani, Perspective, fresco 
(corridor of the middle cloister).
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Angelo Michele Colonna, 
Perspective, engraving, 1776.

Friedrich Bernhard Werner, View 
o f  San M ichele in Bosco, engraving.
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cy, not only that they asked for two-hun 
dred lire, but that of that sum they did not 
want to give up a ‘baiocco.’” Dentone him 
self thought that the price “seemed exorbi 
tant,” so much so that the perspective, exe 
cuted with the help of the young Agostino 
Mitelli, was “completed in a few days.” It is 
perhaps because of these events that the 
fresco is said to have been conceived by 
Colonna in the document and in the same 
inscription at the bottom of the incision by 
Panfili. The greater prestige of the figure- 
painter over the quadraturist certainly 
weighs more in terms of the attribution of 
paternity, but the severe architectural style 
seems without a doubt to derive from Den 
tone and to anticipate by several years the 
austere classically frontal impagination of 
the colonnade executed by the painter for 
the library of San Martino as a background 
to the figures of Lucio Massari. The archi 
tectural structure, in part true, in part false, 
is typical of the Serlian and Vignolesque 
classicist artist, and is based on the theme of 
the porta monumentale.
To make the journey of the eye of theon- 
looker more effective, who might easily 
have gotten lost wandering on the hilly 
scenery to the left of the convent, the im 
mediate lateral adjacencies of the back 
ground were also scenographically re 
arranged: from the views made by Panfili 
and Werner it is evident that the wall of the 
convent, for a brief stretch, including the 
entrance to the courtyard of the stables, was 
embattled and on the opposite side was 
erected a just as short and embattled wall 
with no utilitarian purpose, but sceno 
graphically acting as a wing that was sym 
metrically equal, to complete the rigorous 
centralized style of the perspective painted. 
The embattled walls emphasized the idea of 
a consacrated citadel in San Michele, that 
the impressive Olivetan complex must have 
suggested to its visitors, and of which the 
perspective represented a sort of ideal tri 
umphal gate. The background wall in its 
outline and in its internal articulation was 
modulated on the example of some illustra 
tion of the “delicate” gates imagined by Se-

bastiano Serlio in the Libro extraordinario 
(the second or the nineteenth) with true 
vaults and niches, lateral to the central 
body.
The wall was thus not completely annulled, 
in its materialness, by the painting; it par 
tially maintained its value as a surface on 
which a fake arch of great scenographic val 
ue was opened, precisely because of the 
ability of the arch to accentuate depth and 
at the same time to transform it into an im 
age. Within the arch Dentone painted a rig 
orous doric colonnade with trabeation and 
a lacunar ceiling. The imagined space con 
tinued in an arch-vaulted portico and the 
view closed on the windowed facade, be 
yond the two arches. In the upper part 
above a hemicycle Colonna painted The 
Archangel Michael Drives the Demons out 
of Paradise.
Ebria Feinblatt has found a drawing in 
Darmstadt that represents only the painted 
back-drop. The poor quality, particularly of 
the figures at the top, leads us to exclude 
the idea of its being a work by Colonna, and 
there are not enough elements for us to at 
tribute it to Dentone. Leaving the problem 
of attribution aside, the drawing presents a 
series of differences, in the figures and in 
the architecture, as compared to the docu 
mentation of the incision: the module of the 
entire compostion is narrow because the 
central colonnade supports a ceiling with 
only two rows of lacunars and not three as 
in Panfili’s version. It is important to reflect 
on the state of preservation of the perspec 
tive at the time of the publication of the 
book illustrated by the incisions: it is 1776, 
during that year the umpteenth edition of 
Pitture di Bologna comes out in which per 
spective is defined, as in the 1766 edition, 
“by now lost” (up until 1756 it was cited 
with admiration and without indicating any 
ruin). Thus, Panfili, interpreting the incom 
plete remains of the pictorial surface, may 
have made some changes in the details; it is 
more difficult to imagine that he may have 
unduly enlarged the compositive module 
by adding a row of lacunars. Furthermore, 
the engraver, born in 1723, could have tran 

scribed the painted architecture into graph 
ic notes before its ruin.
Despite the near “total decay” the “great 
perspective” is mentioned in Pitture di 
Bologna up to the 1792 edition, then “dur 
ing the first half of the nineteenth century it 
served as a target for the rifles of soldiers,” 
but during the summer of 1943 Guido Zuc 
chini noted “some signs...between the thick 
greenness of the climbing plants that cover 
the wall at the top of the road behind the 
hill.”

Notes

For more on the themes dealt with see A.M. Matteucci 
A. Stanzani, A rchitettura d e l l ’inganno. Cortili bibbi- 
en escb i e  fo n d a l i  dip inti n ei p a la z z i  storici bolognesi 
e d  em ilian i  (Bologna: Arts and C.,1991), in particular 
A. Stanzani, “Un itinerario nell’architettura dipinta”; E. 
Feinblatt, Seventeenth-Century B olognese Ceiling D ec 
orators  (Santa Barbara: Fithian Press, 1992; J. Shear 
man, Arte e  spettatore n el R inascim ento italiano  
(1992), published in Italy by Jaca Book Milano (1995); 
M.S. Campanini, II chiostro d e i C arracci a  San M ichele 
in B osco  (Bologna: Nuova Alfa Editoriale, 1994). On 
the painting of architecture the biographies of the var 
ious perspective painters are essential, written by C.C. 
Malvasia, Felsina Pittrice. Vite d e ’ p ittori bolognesi 
(Bologna: 1678), and C.C. Malvasia, Le pitture d i 
B ologn a... (Bologna: 1686) and successive editions 
with additions. On the perspective painted by Vincen 
zo Torreggiani in 1752 in the cloister of the “pino” that 
still exists, see L. Lorenzini in A.M. Matteucci and A. 
Stanzani, Architetture d e l l ’inganno..., pp. 191-192. 
The documentary information relative to the decora 
tion of the Olivetan complex is mainly collected in two 
transcriptions, not without repetitions and lacunae, of 
original documents for the most part lost, written dur 
ing the seventies of the eighteenth century: Biblioteca 
Comunale di Bologna, ms M alvezzi, 51, published by 
G. Zucchini, “San Michele in Bosco di Bologna," 
L ’A rchiginnasio, XXXVIII, 1943, p. 18-70, published 
again as an extract in 1944; Archivio di Stato di 
Bologna, D em an ia le  San  M ichele in Bosco, 196/5192, 
published by I. Minucci, Aspetti in editi d i storia tratti 
d a i  regesti d ’arch iv io  in  San M ichele in Bosco, ed. R. 
Renzi (Bologna: Edizioni L. Parma, 1971).
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Il l u s t r a t e d  T e x t s  o n  A n a t o m y

Raffaele A. Bernabeo

V ittorio Putti, whose clinical activity 
as a surgeon matched a profound 
knowledge of anatomy, cultivated 

medical illustrations to satisfy his innate 
passion and artistic temperament, particu 
larly after 1924 when, in association with 
Remo Scoto (1898-1965) he promoted the 
rebirth of anatomical-surgical illustration in 
Bologna, that harked back to the eighteenth 
century tradition of Ercole Lelli and of the 
husband and wife team Manzolini-Morandi. 
Most of the 1,158 antique and modem 
works collected by Putti over the years re 
veal his particular interest in the develop 
ment of the technique of illustration: from 
an exemplification of the text to the integra 
tion of sectorial practice, and, finally, to the 
visual testimony of scientific and technolog 
ical progress gradually acquired.
Thus, from the rough wood-engravings of 
the first medical treatise printed (the famous 
collection of writings attributed to Johannes 
de Ketham that was published in Venice in 
1491 by the De Gregoriis brothers entitled 
Fasciculus Medicinae), we arrive at the 
splendid representations of manner of the 
sixteenth and the seventeenth centuries, 
and to the most significant representations 
of the eighteenth century and part of the 
nineteenth century. The collection of these 
works of graphic art, in fact, stops at the sec 
ond half of the nineteenth century: because 
of the rapid process of depersonalization 
that follows the birth of techniques of pho 
tomechanical reproduction, illustrations 
lose their aesthetic individuality to assume a 
stylistic unitariness that is certainly more sci 
entific, but clearly less precious.
With more specific reference to the anatom 
ical image it is precisely the Fasciculus Med 
icinae in three successive editions (1493, 
1508, 1522) that inaugurates the collection 
with the marvelous color scene of dissec 
tion (attributed to the Bellini School)—that 
shows the master (Mondino de’ Liuzzi) seat 
ed on the professor’s chair in the act of read 
ing, while seven students span out from be 
hind the person doing the dissection (Ot- 
tone Agenio da Lustrula)—followed by that 
series of schematic figures the knowledge

of which was believed to be indispensable 
by medical science at that time: the wound 
ed man, the man submitted to blood-letting, 
the man of the zodiac, the man of the dis 
eases, the “disc” of urines.
If the 45 figures that support Mondino’s 
Anathomia (present in 6 edictions) in the 
copy edited by Johann Eichmann Dryan- 
der and printed in Marburg in 1541 are of 
little demonstrative value, strongly influ 
enced by galenic theory, the work of Ja 
copo Barigazzi (Berengario) da Carpi, pre 
sent with the Commentaria cum amplis- 
simis additionibus super anatomia Mun- 
dini dated 1521 and Isagoge breves perlu- 
cide ac uberrime in anatomia humani 
corporis (1522, ’23, ’30, ’35 editions) is par 
ticularly innovative, constituting the first 
important work of emancipation of the 
zoomorphic tradition.
The xylographies, engraved by a worthy 
artist (probably Ugo da Carpi), reveal a clear 
didactic sensitivity, as well as the need to 
document what is new and revolutionary 
(like the monolocular uterus and the heart 
without an intermediate ventricle). Among 
the figurative themes most represented are 
the muscles reproduced in the various 
planes, and models of the skeleton in all of 
its parts, in a real-life situation to make the 
image less gloomy and more suggestive. 
Nonetheless, that fortunate season that wit 
nesses the simultaneous rebirth of anatomi 
cal science and the classical conception of 
art finds its true initiator in the Flemish An 
dreas Vesal. After eliminating all precon 
ceived ideas, and having dealt in a nearly 
definitive manner with the problem of hu 
man morphology with the intense sectorial 
activity developed over the couse of his stay 
in Padua (1537-1544), Vesalius first of all 
prepared a series of illustrated loose sheets, 
printed in Venice by Bernardino Vitali in 
1538, the Tabulae anatomicae sex, of 
which the Table present in the Putti collec 
tion, drawn by the Titianesque Stephan van 
Calkar, illustrates a skeleton seen from a 
right lateral view as it advances on an open 
field. This was followed by the De Humani 
Corporis Fabrica, libri septem and the Epit 

ome, both published in Basel by Giovanni 
Oporino in 1543, and present in the Putti 
collection, the rich iconographic documen 
tation of which goes beyond a simple de 
scription of the new anatomical fact, en 
couraging the pupil to ask the questions 
where, how, why.
For Vesalius knowledge is only possible by 
means of a de visu investigation, as demon 
strated by the title-page of the Fabrica, that 
shows the master coming down from his 
“chair,” and freeing himself of the figures of 
the carver and the exhibitor, personally dis 
secting the cadaver of a woman, in an open 
demonstration for all those surrounding 
him, heedless of the Dominican and the 
Franciscan representing the Inquisition. 
The 22 xylographies that support the text 
give a detailed account of each region of the 
human body, starting from the whole body, 
to arrive at the skeleton, on a support struc 
ture, through a succession of intermediate 
planes, and taking into account the various 
apparatuses and systems, as well as the rel 
ative topographical relationships.
These outstanding tables constitute the 
peak of perfection achieved in wood-en 
graving, the role of which at the same time 
was substituted by a more complex and del 
icate procedure: engraving on metal or 
“calcography,” which was more suited to a 
detailed and effective representation of re 
ality.
The first copy on copper, drawn and per 
haps also engraved by Girolamo da Carpi, is 
the Musculorum humani corporis pictura- 
ta dissectio printed again in 1543 by the Fer- 
rarese Giovan Battista Canani and of which 
Putti was able to obtain one of the 12 
known copies. The 27 figures, framed and 
realized on 20 leaves, exhibit with original 
criteria the myological portion in dynamic 
rather than static function, so that the differ 
ent segments of the limb are made evident 
in the exact position that they would have 
been as a result of the action of the muscle 
examined. The splendid Anatomica del 
corpo umano by Juan Valverde de Hamus- 
co (present in three editions: Rome 1560, 
Venice 1586 and 1607), is “in-folio” with
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On previous p ag es
From Johannes de Ketham, Fasciculus  
m edicin ae , Venice 1491.
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On this p a g e
Antonio Cattani, The Skin ned  M en, engravings 
from drawings by Ercole Lelli, 1780-81 
(Putti Donation).

Opposite
From Berengario da Carpi, Isagoge breves 
p er lu cid e  a c  uberrim e in an a tom ia  hu m an i 
corporis, Bologna 1522 (above) and from 
G.B. Canani, M usculorum hu m an i corporis 
p ictu rata  dissectio, Ferrara 1541 (below).

large figures drawn by Gaspare Becerra and 
engraved by Nicola Beatrizet, who are in 
fluenced by Michelangelo, particularly in 
the plastic figure of the excoriated with his 
skin in his right hand and a dirk in his left 
one.
Leaving aside the other work of the six 
teenth century, defined “minor” because of 
its scarce iconographic importance, during 
the seventeenth century the reciprocal in 
flux between art and science brought about 
an important change in anatomical illustra 
tion, by then considered to be an ideal tech 
nical means to achieve the knowledge of 
man-the-machine in his dynamic and static 
components. Furthermore, the increased 
didactic-popular needs (consequent to the 
considerable amount of progress made in 
macroscopic anatomy, that had gone from 
pure classificatory to more properly func 
tional criteria, and to the marvellous hori 
zons of microscopic study) and the need to 
reduce the costs of graphics were responsi 
ble for the development of highly-qualified 
craftsmanship, however anonymous, to 
which is owed the rich series of drawings 
that increasingly decorated texts.
To this regard it is important to recall the 33 
very beautiful tables of the Pentaestheseion, 
hoc est de quinque sensibus liber by Giulio 
Casseri (published in Frankfurt in 1609) 
that, in addition to providing an excellent 
vision of the notions of aesthesiology of the 
times, clearly reveal an accurate study of the 
organs of sense and their functions. Let us 
also recall the original Catoptron micro- 
scomicum published in 1619 by Johann 
Remmelin of Ulma, that in three large leaves 
engraved by Lukas Kilian is a compendium 
of the entire male and female anatomy by 
superimposed fenestrations: in the center 
whole figures are decorated with symbolic- 
allegorical characters, revealing the most im 
portant structures in logical succession; to 
the sides are instead present details on the 
various organs and systems; the De lactibus 
sive lacteis venis by Gaspare Aseili (present 
in the 1627 and ’28 editions) the title-page of 
which shows the portrait in copper of the 
author attributed to Cesare Bassano and in
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Miro,

A N D R E  A E  V e U h . I
BSVXELLENSIS, SCHOL Ali 

medico rum  Patauina: profcfToris.dc 
Humani corporis fabrica

L ibri fcptcm.

Above
An illustration from Johann Remmlin, 
Catoptrum m icrocosm icum , Augsburg 1619, 
and title-page from the D e h u m an i corporis 
fa b r ic a  by Vesalius, Basel 1543.

Below
FromJ. Cruveilhier, Atlante gen erate  
d ell’an atom ia  pato log ica , Florence 1837-1841, 
and from G. Aselli, D e lactibus sive lacteis 
venis, Basel 1628.

Opposite
From Gottfried Bidloo, A natom ia hu m an i 
corporis, Amsterdam 1685.
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To the left
From G.B. Morgagni, A dversaria an atom ica , 
Bologna 1706, and from T abu lae an a tom ica e  
a  celeberrim o p ictore Pietro Berrettino 
Cortonensi, Rome 1741.

To the right
From F. Ruysch, Thesaurus anatom icus, 
Amsterdam 1744.

T A B  II

T A B .  I X  .
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On the p ag es  that fo llow
From P. Mascagni, A natom ia universa,
1823-1831.

the text four large tables, engraved in wood 
by Domenico Falcini and printed in 
red/black in the 1627 edition edited by Gio- 
van Battista Bidelli of Milan, illustrating the 
mesenteric chyliferous system; the De Motu 
Animalium by Giovanni Alfonso Borelli (in 
the 1680, ’85, 1710, ’34 editions), the 19 en 
gravings of which reflect his studies on equi 
librium, posture, and movement of the ex 
ternal and internal organs of the body; the 
Anatomia humani corporis by the Dutch 
Gottfried Bidloo, that came out in Amster 
dam in 1685 enriched by 105 large “in-folio” 
tables (drawn by Gerard de Lairesse and en 
graved on copper by Abraham Bloteling) 
that constitutes the most authentic testimo 
nial to the magistral perfection achieved at 
that time by iconographic art; the Anatomia 
corporum humanorum by William Cowper, 
published in 1697 and present in the 1739 
edition, that is supported by 116 illustra 
tions, of which only the 11 in the “Appen 
dix” are original, while the others are an ev 
ident reproduction of those of Bidloo. 
Finally, the contribution of the microscopists 
is important, who generally personally dealt 
with the iconographic part, and among 
which stand out Anton van Leeuwenhoek 
(present with the Anatomia seu interiora re 
rum o f  1687 and the Continuatio episto- 
larum of 1689, bound together), and Marcel 
lo Malpighi, of whom 20 comprehensive 
writings of the Opera Omnia in the 1686 and 
1687 editions and the Opera Posthuma in 
two editions dated 1697 and two dated 1698 
have been preserved. Rich in symbolic ref 
erences is the autographed title-page of this 
work that shows three leopards quietly 
sleeping, one alongside the other, under a 
leafy tree, despite the fury of the surround 
ing storm, expressing the fact that he no 
longer fears the insult or the hostility of this 
opposers. Without mentioning the quality of 
the 19 tables included therein and drawn by 
him in brushstroke in black and blood-red, it 
must be said that despite the fact that the 
quality is not the best, ruined by the inade 
quacy of the optic means, most of it allows 
for a faithful reading of the details and is di 
dactically eloquent.

During the eighteenth century an attempt 
was made to use different technical devices 
to further perfect the quality of the anatom 
ical representation. In particular, wide use 
was made of “half-tone” to soften the strong 
mark left by the graving tool on the plate. 
Among the works that stand out for the use 
of this technique the most significant (be 
cause of the plasticity of the drawings by 
Giovan Battista Piazzetta and the refine 
ment of the engraving by Fiorenza Marcel 
lo) is that of Giandomenico Santor which 
was published posthumously in Parma in 
1775 entitled Septemdecim tabulae quas 
nuncprimum edit.
And of considerable importance for scientif 
ic accuracy and stylistic elegance are: the 11 
tables of the Adversaria Anatomica by Gio 
van Battista Morgagni (present in the 1706, 
’14, ’19, ’41, and ’62 editions), in which 
artists such as Cromer and Francia collabo 
rated; the etching on copper of the Historia 
musculorum hominis (1734) and of the 
leones ossium foetis humani (1737) by 
Bernhard Siegfried Weis (the Albino) drawn 
and engraved by Jan Wandelaar; the 
macabre figures that illustrate the Opera 
Omnia anatomico-medico-chirurgica by 
Frederik Ruysch (1737) that with the intent 
of admonishing, emphasized the allegoriza- 
tion of death; the 56 calcographies in Osteo- 
graphia, or anatomy o f  bones, published in 
London in 1773 by William Cheselden, for 
which it seems that van den Gucht used the 
“camera oscura” effect.
During the first part of the nineteenth cen 
tury Descriptive Anatomy is practically de 
fined, but at the same time pathology of the 
organ inspired by Morgagna is developed. 
The further accentuation of the didatic and 
scientific needs results in an increase in 
iconographic documentation that empha 
sizes the morphological and structural real 
ism more than the aesthetic aspect, with a 
consequent decay in its intrinsic value, even 
if the method of reproduction has im 
proved, that now makes use of lithography 
and xylography in graincut, allowing for re 
fined details in sign and tone.
Of the anonymous group of illustrated texts

published during this period what emerges 
is the Atlante delle Opere Completeby Anto 
nio Scarpa, the tables of which, drawn and 
engraved by Faustino Anderloni, empha 
size a visualization of the pathological 
arrangements of the anatomical formations, 
and the “in-folio” Atlas that accompanies 
the Anatomia patologica del corpo umano 
by Leon J.B. Cruveilhier (present in the Ital 
ian edition dated 1841) and that constitutes, 
with 230 color lithographs by Chazal, a 
milestone in the field of anatomical-patho 
logical illustration. But the most representa 
tive treatises of the times, with which Putti 
ideally wanted to separate “amateur” 
iconography from contemporary technical- 
scientific illustration, are those by Paolo 
Mascagni: the Prodrome d ’un ouvrage sur 
le systeme des vaissaeux lymphatiques 
(1784) and the Historia et ichonographia 
vasorum lymphaticorum corporis humani 
(1787), that magistrally show, by the hand 
of the Bolognese Ciro Santi, the very fine 
network of lymphatic vessels; the Prodro- 
mo della Grande Anatomia, that in the 
1819 edition includes 20 tables by Antonio 
Serantoni, while that of 1821 includes 49 ta 
bles by Bemieri, Frei, and Rivelanti; the 
Anatomia Universa, in the Pisan edition in 
fascicules (1823, ’31), with 44 tables by 
Serantoni outlined and in color (15 for the 
shape of the internal organs and 29 in three 
parts representing man in actual size, seen 
from the front and the back) and in the Flo 
rentine one of 1833, that included 31 more 
drawings found posthumously among the 
papers of Mascagni.
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T h e  Su r g ic a l  E q u ipm e n t

Raffaele A. Bernabeo

A mong the thematic collections pre 
sent in the Putti Foundation of par 
ticular interest are the selected sam 

ples of instruments (kept on twenty-eight 
shelves and exhibited in two showcases), il 
lustrating the evolution of surgical instru 
ments from ancient times to the pre-indus 
trial era: thus, from reproductions in bronze 
of the Greek and Roman Ages, to instru 
ments in iron and wood from successive 
ages, to those in special types of steel. 
These instruments, whether of current use, 
or characterized by the originality of the 
shape or the signature of the craftsman and 
tool shop that produced them, were in part 
bought from junk-men, in part from the 
most renowned antique stores, in part at 
auctions held in London, New York, Paris, 
and some of them were discovered in the 
most hidden corners of the Rizzoli Institute 
where they lay abandoned, because they 
were obsolete.
Their selection, based on the work per 
formed by great surgeons, testify to the fact 
that Putti intended to document not only 
the interpretative and productive abilities of 
the craftsman masters of each epoch, but al 
so the needs deriving from progress in the 
development of surgical technique, both 
general and specific.
Hence, the first container exhibits instru 
ments faithfully reproduced in bronze, con 
tained in the theca vulneraria of the Roman 
military surgeon and essential for the first 
rough procedures, as may be seen from the 
description made by Celso in the De re med- 
ica (present in the 1493, 1528, 1722, and ‘71 
editions): “mattress-making” needle for su 
turing, unguent-bearing curettes and spatu 
las, various probes for the search for foreign 
bodies, and toothed forceps, short and 
long, for their removal.
Despite the fact that during the Middle Ages 
surgery was disdained by “physical” doctors 
and left to the hands of wandering practi 
tioners for the most part deprived of culture 
and doctrine, a considerable number of in 
struments were produced based on the il 
lustrations reproduced in the treatises by Al- 
bucasis (De Chirurgia in the 1778 edition),

Hyeronimus Brunschwig (Das Buch der 
Cirurgia in the 1497 and 1532 editions), 
Guy de Chauliac (De Cyrurgia in as many as 
11 editions from 1493 to 1704). Particularly 
rich is the series of cauteries—the ferrum  
incandes used not only for hemostasis and 
the treatment of neuralgia, but also as a cut 
ter—demonstrating the predominant Arab 
influence that had substituted the Roman 
use of the razor and the knife.
The sixteenteenth century rebirth, that did 
not release the surgeon-barber from a posi 
tion subordinate to the physician (whose 
job it was to supervise and guide the opera 
tion), is distinguished for the development 
of surgical methods, particularly for the 
treatment of war-related traumatology, that 
went from cuts to fire-arm injuries. Al 
though surgery was still prevalently exter 
nal (blood-letting, reduction of inguinal 
hernias, removal of foreign bodies and he- 
morrhoidary lumps, treatment of wounds 
and fistulae, reduction of fractures and dis 
locations, amputations), techniques used in 
the past were again resorted to with greater 
security: reconstructive plastic surgery,
drilling of the skull, lithotomy by perineal 
access, Caesarian cut, and ligature of large 
vessels.
What ensued was a growth and an im 
provement in the instruments used, gener 
ally characterized by good craftsmanship, 
as may be observed in the tables included in 
texts on surgery and traumatology by Georg 
Bartisch (Ophthalmodouleia in the 1583 
edition), Berengaria da Carpi (Tractatus de 
fractura calvae sive cranei in 4 editions 
from 1518 to 1652), Giovan Andrea della 
Croce (Cirurgia universale in the 1583 and 
1605 editions), Girolamo Fabrici d’Ac- 
quapendente (Pentateuchos chirurgicum 
in 4 editions from 1592 to 1674), Hans von 
Gerssdorff (Feldtbuch der Wundtartzney in 
the 1517 and ‘42 editions), Wilhelm F. von 
Hilden (Wundt-Artzney in the 1652 edi 
tion), Ambroyse Pare (De Chirurgie in 9 edi 
tions from 1564 to 1636), Walter H. Ryff (Die 
Gross Chirurgie in the 1545 edition), Gas 
pare Tagliacozzi (De curtorum chirurgia 
per insitionem in the 1597 and ‘98 editions).

Among others, of particular interest are: the 
series of surgical knives, single-edged (“pis- 
torini”) and double-edged (“pistolesi”), the 
handles of which are in ivory or wood, 
some distinguished by the initials or the 
symbol of the maker: razors used for cir 
cumcision and lancets for phlebotomy; “de- 
cettorie” scissors for the treatment of ure 
thral narrowing, such as the “universal” 
dilator by Mariano Santo and the “sprayers” 
made of tin for mercurial medications; drills 
and millers for craniotomy by Della Croce 
and Pare; straight and curved, grooved 
probes, and those with a button; gelding 
scissors for herniotomy; levers and scrapers 
for the bone; saws used for amputation; for 
ceps to match skin margins; pliers “with a 
crow beak” to grasp the vessels; various 
types of forceps to extract shotgun bullets 
or sequesters; large tin syringes with rectal 
applicators for enemas (first used at the end 
of the fifteenth by Marco Gattinara of 
Pavia); tri-valve screwed vaginal specula, 
anal and oral specula.
Starting in 1600 and during the course of the 
eighteenth century, despite the fact that it 
had acquired professional dignity nobilitat- 
ed by the doctorate (that finally freed the 
surgeon from the association with barbers), 
surgery nevertheless did not make a great 
deal of progress. Because of the reasonable 
application of anatomy, physiology and the 
autopsy procedure, innovative processes 
allowed for the aggression of new organic 
territories and the birth of several special 
branches, such as ophthalmology, den 
tistry, orthopaedics and obstetrics.
In addition to dealing with severely trauma 
tizing operations such as disarticulations, 
surgeons did not disdain operating the ex 
ophthalmic goitre, aneurysms, hydrocele, 
mastoiditis, nephrolithiasis, appendicitis, 
cancer of the breast and of the uterus. The 
equipment consequently improved, in 
terms of its actual shape and the material 
used to make it, and it was enriched with 
new instruments reproduced with an abun 
dance of tables in the Armamentarium 
Chirurgicum by Johann Scultet, present in 
the Venetian edition dated 1665, and in the
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On previous pages
Small room of the Putti Donation with a part 
of the collection of antique surgical instruments.

Bibliotheca Chirurgica by Johann Jacob 
Manget, two “in-folio” volumes dated 1721. 
The collection richly represents the den 
tistry equipment used at that time (which 
was actually still being used at the threshold 
of the twentieth century), that in addition to 
a bag to carry instruments included forceps 
of the “pre-anatomical” period, because 
their shape did not fit the shape of the teeth, 
and of the “anatomical” period, that instead 
facilitated surrounding the cervical region. 
The oldest would be the “levriero,” de 
scribed by Chauliac in the De Cyrurgia (that 
he compiled in 1363) and still used in the 
nineteenth century for shaky anterior teeth: 
it was constituted by a hook articulated at 
the end of a rod that acted as a handle and 
worked vertically.
Just as famous was the “simple pelican,” il 
lustrated by Giovanni d’Arcoli in the Prati- 
ca (dated 1483 and present in the 1319 edi 
tion), and formed by a long and straight rod, 
that ended with a rotating and hooked jaw 
around a pivot: working horizontally it was 
of great success until the threshold of the 
nineteenth century (Gariot cited it in 1805) 
for the avulsion of posterior teeth. Its “dou 
ble” variation was also present, straight for 
premolars and curved for molars.
There were numerous grade I levers, 
known as “wrenches” in Germany, “Ger 
mans” in England, and “Garangeots” (who 
described them in 1723) in France, that 
were used until the first years of the twenti 
eth century as a universal instrument distin 
guished by a rod with a T-handle and an ar 
ticulated hook to block the tooth: removal 
took place with a torsion movement on the 
axis, that often also provoked the ablation 
of a fragment of the jaw. Among levers was 
also a model devised in 1755 by Louis 
Fleury Le Cluse of Tillory for the dislocation 
of lower wisdom teeth.
Then there were “clips” or “crow rostra” or 
“Scultetus scissors”, that reproduced Celso’s 
“rizagra” and were used for the ablation of 
the lower teeth and for root extraction (one 
of these, in nickel, is dated 1800). Elevators 
called “dentiscalpi” were used for the roots 
and for fragments of jaw bone.
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Opposite, from top to bottom 
Equipment from the XVIth-XVIIth centuries; 
Rizzoli’s surgical instruments; Codivilla’s 
surgical instruments.

During the first part of the nineteenth cen 
tury conditions during surgery were still 
very bad. In fact, contrary to the awareness 
that an operation that was functionally cor 
rect presented fewer risks than an affection 
that required surgery if left to itself, because 
of the absence of suitable prophylaxis, 
surgery always involved risks, such as hem 
orrhage, shock, tetanus, and so-called 
“nosocomial diseases” (diphtheritis of 
wounds, erysipelas, grangrene, pyemia and 
septicemia), and the outcome of any surgi 
cal procedure was doubtful, however accu 
rately it had been conducted from an 
anatomical point of view, however perfect 
the technique used and the ability of the 
surgeon. Nonetheless, practice continued 
to improve and made headway in special 
ization, as also demonstrated by the evolu 
tion of instruments documented by the At- 
las-Catalogue of Carl J. Cessner, the famous 
Handbuch der chirurgischen Instrumenten 
und Verbandlehre published in 1852 by 
Seidl in Vienna and that in 412 pages con 
tains as many as 334 figures.
Equipment was mostly silver-plated (mater 
ial that was felt to be less easy to pollute and 
thus, less infectious), it was uniformed, 
made in a series, going from manual to me 
chanical forging, and collected in wooden 
boxes (including what was required for am 
putation, removal of foreign bodies, polyps 
in different locations, catheterism, cauteri 
zation, endourethral lithotrypsy, ophthal 
mology, obstetrics and gynecology, para- 
thoracentesis, drilling) in specialty shops 
run by good craftsmen such as Francois G. 
De Lapeyronie from France, Joseph 
Malliard from Austria, and Samuel Stodart 
from England.
What revolutionized surgical technique, 
transforming it from demolitive to conserv 
ative, beginning halfway through the nine 
teenth century, was the introduction of gen 
eral (ether 1842, nitrogen protoxide 1844, 
chloroform 1847) and local (cocaine 1884) 
anaesthesia, the resolution of the problem 
of hemostasis (Pean 1857), the application 
of the antiseptic method (Semmelweis 
1847), and of asepsis (Pasteur 1878-1880),

the discovery of x-rays (Roentgen 1895).
In particular, disinfection in phenol acid 
and sterilization by prolonged boiling 
brought about radical and profound inno 
vations in the production of equipment: 
handles in ebony or bone were substituted 
by metal ones (Lipowsky-Fischer of 
Freiburg were specialists), silver-plating 
was substituted by nickel-plated brass and 
white copper (so-called “packfung”), which 
were less costly, lighter, and more resistant; 
blades were manufactured with steel in 
hard tempera, instruments for grasping with 
soft tempera steel.
The Putti collection includes many instru 
ments that illustrate the passage between 
the two periods and that are distinguished 
by patents and brands of the nascent spe 
cialized industries, such as Charriere, Cox- 
eter, Luer, Mathieu, Nachet, Solingen, Stille, 
Weiss. Italians are also present, in particular 
with products by Pietro and Paolo Lollini of 
Bologna, whose work was influenced by 
the support and the consulting of Francesco 
Rizzoli.
Among the most interesting are: hemostatic 
forceps with toothing (Pean), with a 
screwed block (Dejardin) and with a button 
block (Fricke); toothed forceps for the re 
moval of polyps (Gross and Wilde-Oertel 
types) and without toothing (Meyer); in 
testinal ring forceps by Williams and the en- 
terotribe by Dupuytren; rectal explorers by 
Lane, Jobert, Simons and Weiss-Mathieu; 
the mouth-opener by Heister and the oral 
speculum by Luer; chain saws by Charriere 
and the single-threaded saw by Gigli; chain 
dispeller by Chassaignac; urethrotomes by 
Maissoneuve, Civiale and Mathieu; 
catheters by van Buren; urethral probes of 
the Guy on type; forceps of the Naegele 
type; obstetric forceps with toothing by 
Garrett and without by Fabbri; vaginal spec 
ula in glass by Fergusson, bi-valve by 
Madame Boiou, Richard and Simpson, 
quadri-valve by Fabbri; probe for intrauter 
ine lavage by Bozemann-Fritsch; cephalo- 
tome scissors by Dubois; pliers for partial 
resection (Bulldog forceps) by Fergusson. 
An original instrument is the probe with a

terminal button in porcelain for metal bod 
ies retained in the cavity, devised by Nela- 
ton in 1862 to probe the right ankle wound 
that Garibaldi received while he was in the 
Aspromonte region: when the porcelain 
came into contact with the lead of the bullet 
it turned black.
There is a vey beautiful series of wooden 
boxes: three are marked Tartuferi (Cesare, a 
surgeon in Fabriano from 1846 to 1888) and 
contain a set for general surgery, one for gy 
necology, and one for urology; a Charriere 
box for cystotomy; a Mathieu box and a 
Lollini box for drilling of the skull; a case for 
hemorrhoidectomy; the Luer set, with a 
handle in bone, for surgery of the eye.
The Rizzoli instruments of Lollini produc 
tion (illustrated in the Collezione delleMem- 
orie Chirurgiche e Ostetriche, present in the 
Bolognese edition dated 1869 and in the 
French ones dated 1872 and ‘77) is kept in a 
showcase that includes: straight and curved 
bone forceps (1852), a bone-breaking ma 
chine (“osteoclast”) in a simple version 
(1854) and with a dynamometer (1859), dif 
ferent types of vascular compressors (1862), 
an enterotome with parallel divarication
(1862), a lithotriter and a prostatotome
(1863), a forceps with dual articulation 
(1865), a urethrotome-dilator and hystero- 
metric pelvimeter (1866), a tracheometer 
(1867).
The showcase dedicated to Alessandro Co 
divilla, in addition to a forceps and a flexi 
ble probe (ending with a button and with an 
“eye”) for tendon transplants dated 1899, a 
myoclast and a lever for congenital hip dis 
location, contains a demonstrative model of 
the method of trans-skeletal traction with a 
nail that he devised in 1902.
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T h e  O r t h o pa e d ic  Sh o p

Raffaele A. Bernabeo, Giovan Battista Porcheddu

O n April 12, 1880 it was officially an 
nounced that Francesco Rizzoli 
(1809-1880) had donated his estate 

to the Provincial Administration in order to 
constitute an “Orthopaedic Establishment” 
in the complex of San Michele in Bosco; the 
actual accomplishment of the project, how 
ever, took several years as a result of a se 
ries of technical and financial difficulties.
If we go back over the first, difficult years of 
the Rizzoli Foundation it is possible to ob 
serve how the preliminary project dated 
1885 and the successive one in 1887 did not 
deem it necessary to provide the nascent 
Rizzoli Orthopaedic Institute with an or 
thopaedic shop, contrary to what was the 
case in other European orthopaedic hospi 
tals; it was only when the scientific consult 
ing for the project was assigned to Pietro 
Panzeri (1849-1901) that despite a great 
deal of resistance, the final project of 1892 
included several rooms destined to this pur 
pose.1 “The illustrious physicians, who we 
have had the honor to accompany to San 
Michele in Bosco, and among these the fa 
mous Kocher and Prof. Hoffa..strongly ad 
vised us of one thing alone: an orthopaedic 
shop... Prof. Hoffa, who had already 
climbed onto his carriage to return to 
Bologna, kindly called us back to tell us one 
last time: to establish an orthopaedic shop." 
These phrases, taken from the Report of the 
Deputation to the Provincial Administration 
of Bologna, read on August 8, 1895 by 
Giuseppe Bacchelli (1848-1914),2 give us an 
idea of how much the need to provide 
every orthopaedic institute with a shop was 
felt in the field of medicine.
Nonetheless, again in the minutes of the 
meeting of the Rizzoli Institute administra 
tive board dated August 30, 1897, we read 
that: “the Director (Panzeri) says that the 
time has come to urgently act so that the In 
stitute can establish a shop of its own, as the 
system currently in use is not at all a conve 
nient one.” Panzeri himself, after consider 
ing several Bolognese manufacturers of 
medical-surgical equipment suggested “that 
the person to choose and to be placed in 
charge of the Orthopaedic Shop is Lollini,

because of his technical skill, and the name 
and fame that he has made for himself in 
Italy and abroad... As the deliberation of 
such an important service is urgent, the Di 
rector asks that the Amministrative Board 
decide on the inauguration of the Shop for 
next autumn.” Thus, preliminary contacts 
were made with the F.lli Lollini Company 
(that had been operating in Bologna since 
1836 producing medical and surgical instru 
ments), and it was finally decided that the 
company would be allowed to run the or 
thopaedic shop and its annexed machines 
starting on January 1, 1898.3 Despite this, 
the orthopaedic shop did not become fully 
operative until January 1901, when, as pro 
posed by Alessandro Codivilla (1861-1912), 
who had been the director of “Rizzoli” since 
1899, the contract was definitively granted 
to “Lollini,” placing the youngest brother in 
the company in charge; in 1903 Augusto 
Lollini (1865-1954) would leave the family 
company to personally manage the shop.' 
The Rizzoli Institute was able to consider 
ably increase its motive energy only after 
the “Grada” power plant (1898) was activat 
ed, allowing the medical personnel to plan 
the modernization of the “Zander” equip 
ment for mechanical therapy, and the 
skilled workers of the shop were those who 
transformed the manual mechanisms in 
ones powered by electrical engines.5 In 
1907 the space available to the shop was in 
creased to allow for the manufacturing of 
shoes, leather, and celluloid, but, what was 
even more impoitant"... new special equip 
ment for the Physical Exercise department” 
was produced, “one for hip mobilization, 
one for cervical scoliosis and other deformi 
ties and affections of the neck.’’8 During 
these first years of activity, under the guid 
ance of Codivilla, new types of surgical in 
struments were made and others were per 
fected, the most significant being: a nail 
with a pulling function (1902). the isthmus 
dilator, the excavator of the acetabulum, 
and the reducing lever for the surgical treat 
ment of inveterate dislocations of the hip 
(1902), and a system for cervical traction 
(1906).7

In 1910 the Shop employed 8 mechanics, 1 
saddler, 1 cobbler, 1 technician, 2 knife- 
grinders, 1 corset-maker, 2 secretaries, and 
this subdivision of duties is particularly in 
teresting because it provides a precious in 
dication of the type and prevalence of 
workmanship done.8 There was also a 
qualitative and quantitative increase in 
equipment and space: four underground 
rooms and three rooms on the ground floor 
were made available with independent ac 
cess from the other hospital services; the 
most dangerous workmanship (such as 
nickel-plating) were done in suitable set 
tings, separate from the others; machines 
were bought to work raw material until a 
finished product was obtained. Precision- 
work was also done, requiring the use of 
two parallel lathes, milling-machines, and a 
self-centering platform. For simpler opera 
tions the least qualified manual labor was 
substituted with machines (cleaners, filers, 
etc.), making a first attempt at industrializa 
tion. Thus, the shop was capable of pro 
ducing in addition to orthopaedic de 
vices and prostheses, furniture for operat 
ing rooms, machines for kinesitherapy, sur 
gical tools, autoclaves.
In 1915, as Italy entered the war, Vittorio 
Putti (1880-1940), who had become the sole 
director of the institute, made the first great 
changes in the history of the shop. This 
originated from the need to increase its pro 
ductive capacity to provide for the influx of 
wounded soldiers, and because of the diffi 
cult relationship between Putti and Lollini 
probably deriving from the considerable in 
dependence allowed the manager by the 
contract.10 This problem evidently had exist 
ed for some time, and was familiar to the ad 
ministrative organs of the institute; during 
the same reunion, after assessing the situa 
tion, it was decided that the contract with 
Lollini would be cancelled, and that an or 
thopaedic shop directly managed by the di 
rector of the institute would be founded, 
despite the economic and managerial diffi 
culties that such a choice would have im 
plied.11 In fact, this decision placed the insti 
tute before the problem of urgently replac 
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ing raw material and machines (mostly 
owned by Lollini), as well as specialized 
workers, as material for the patients hospi 
talized had to be provided, and the promis 
es of assistance and rehabilitation made to 
the military authories honored.12 
The first real problem became the lack of 
specialized workers: as they had all worked 
for Lollini, when the contract was cancelled 
they all went back to working for the origi 
nal company. Thus, Putti gave Francesco 
Delitala (1883-1983), hospital chief in 
charge of the surgical department of the In 
stitute, the task of organizing the skilled 
workers of the shop and of finding a techni 
cian capable of instructing and directing 
them.13 Delitala proposed Augusto Fusaroli 
(1880-1958) for the job, a worthy wood 
carver who was very well-known in 
Bologna, and who was hired by the institute 
in February 1916; and Fusaroli proved to be 
a very good choice, as he offered his service 
to Rizzoli and directed the shop until his 
death, signing hundreds of projects. Delita 
la describes the hard work of the shop as 
follows: “There were countless problems, 
and ones that were difficult to solve be 
cause we were lacking the necessary expe 
rience. We had to improve prostheses and 
stumps at the same time, the former dealt 
with by Fusaroli, the latter by Putti who I 
tried to help... Fusaroli gave me precious 
help in solving the problem of how to use 
stumps of the carpus.”14 
It was during this period that Putti tried to 
recover the concept of “kinematic amputa 
tion” of the stump of the upper extremities, 
proposed in 1898 by Giuliano Vanghetti 
(1861-1940), applied on vast scale only 
when, at the beginning of the First World 
War, the problem of restoring indepen 
dence and the ability to work to those muti 
lated at the front became evident. Putti’s 
work concentrated on the surgical tech 
niques for the preparation of kinematic 
stumps doing his best so that the military 
surgeons in the zones behind the front 
could learn to use these methods; at the 
same time the technicians at the shop stud 
ied new types of prostheses (kinematic

prostheses of the hand, Casalini, Fusaroli, 
Gelli, Landini-Cevolani, Luppi models).15 
Their widespread use immediately ob 
tained positive results;16 the scientific basis 
of the planning, the quality of the finished 
product placed on the market, the wound 
ed and mutilated that for more than a year 
had arrived from the front, because of all 
these factors, the shop developed tumul 
tuously; only a few months after it had been 
reorganized, shortly after the first goals 
were achieved, new and further renovation 
was required.17
It was during this period that the Experi 
mental Institute of Limb Prostheses was 
founded, born of the union between the in 
tentions of Vittorio Putti, for the Rizzoli Or 
thopaedic Institute, and of Silvio 
Canevazzi, for the School of Applied Engi 
neering in Bologna, aimed at perfecting 
prostheses and experimentally analyzing 
the material used, for the technical control 
of construction and essential productivity.18 
Thus, a profitable work relationship was in 
stilled between the orthopaedic shop and 
the experimental laboratory for the resis 
tance of materials (structures operating 
within the two Institutions) which resulted 
in an improvement in the methods of work 
manship, in the planning of several types of 
prostheses, and in the publications of sci 
entific articles;19 among the many products 
that resulted from those years of work 
were: a device to block the prosthetic knee 
(1916), a pylon prosthesis for transition in 
the Fusaroli model (1817), various kine 
matic hand prostheses (1917), the os- 
teotone (1918).20
Despite many difficulties, the results of their 
commitment were soon evident, even offi 
cially recognized: in fact, the orthopaedic 
shop of the Rizzoli Institute participated in 
the first exhibit on prostheses organized 
and held in Bologna in 1917, and in that as 
sociated with the Interallied Health Confer 
ences in Paris (1917), London (1918), Rome 
(1919), where it was always judged to be 
one of the best; the Ministry of War and, 
successively, the National Association of the 
Disabled awarded it the title of “National

Prosthesis Shop”;21 the success of its pro 
duction was such that the material sent to 
the exhibit in London was requested for a 
permanent exhibit at the Royal College of 
Surgeons.22 Quantitatively, from the begin 
ning of the conflict and through the year 
1920 the following were produced: 8,500 
prostheses, 6,100 shoes, 2,200 orthopaedic 
devices, as well as a vast number of repairs. 
The shop also provided many military and 
civilian hospitals with complete equipment 
for mechanical therapy, and thermothera 
py, orthopaedic devices, surgical instru 
ments, and hospital equipment.23 
Once the perils of war had been overcome 
an attempt was made to improve the orga 
nization of the institute by decentralizing 
several departments to areas outside the 
monumental part of San Michele in Bosco, 
and this was particularly important for the 
orthopaedic shop, that was going through a 
difficult period because of the continuous 
growth of its activity. As the request for 
prostheses grew (in particular on the part of 
the military authorities and the National As 
sociation of War Disabled), because of the 
insufficiency of the production, the time it 
took to make deliveries increased (from 15 
days in 1918 to 35-40 days and more in 
1919), and consequently there was an in 
crease in reminders and in protests discred 
iting the good name of the shop and there 
fore of the institute itself.24 
A particularly interesting opportunity arose 
during the first months of 1919 when, be 
cause of a decrease in its activities the Di 
rection of Artillery no longer needed sever 
al industrial buildings between Via San 
Mamolo and Via Panoramica (today known 
as Via A. Codivilla).25 Contact with the mili 
tary authorities was soon made and the re 
sults were good, so that after a few months 
the institute had at its disposal three depos 
itories with all of the industrial machinery 
that they contained.26
The vast amount of space and numerous 
equipment obtained allowed the shop to 
solve its problems of production and at the 
same time to continue in the study and ac 
complishment of new projects, but, para-
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doxically, it also revealed the latent conflict 
between the legal system of the institute 
and the entrepreneurial potential of the 
shop.27 In fact, the activity of the shop be 
came of such economic importance that it 
was decided that “as of January 1, 1920 the 
orthopaedic shop will be subject to special 
management with separate accounting,” 
(AIOR, Administrative Board, minutes of 
the meeting, December 19, 1919) although 
it would continue to be a service of the in 
stitute, managed by the director himself. 
After a short amount of time, to respond 
better to the requests coming from many 
parts of Italy and to the pressure made by 
the O.N.I.G. several branches were found 
ed: Genoa in 1921, Bari in 1922, Trieste in 
1923, the first of a long series that would 
eventually cover the entire national territo 
ry-
The orthopaedic shop continued to main 
tain its originality, diversifying its products 
in instruments for specific activities—a sys 
tem to treat congenital pre-dislocation of 
the hip (1927), instrumentation for osteoto 
my and osteoclasis (1932), an anthropomet 
ric instrument, devised by Viola (1932), a 
bed for patients with fracture (1934), a new 
type of surgical table for surgery of the 
limbs (1937), the “Gonistat” device to block 
the prosthetic knee joint (1938), and they 
continued to provide shoes (for which it is 
still famous today), orthopaedic devices 
and prostheses, complete surgical equip 
ment, mechanical-therapeutical systems 
and those for thermotherapy, and in 1939 
there were 98 employees working at the or 
thopaedic shop with an annual income of 
more than two million Italian lire.28 
With the onset of World War II a part of the 
Rizzoli Institute was militarized, but the 
evolution of war-related events and the fact 
that the front line eventually moved closer 
to Bologna led to the requisition of the en 
tire Institute, the transfer of personnel and 
civilian patients, and to the drastic reduc 
tion in the activity of the shop, where the 
lack of raw material led to the use of wood 
to build the equipment.29 
In June 1945 the engineer Salvatore Scalas
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(1911-1986), a technician who was particu 
larly expert at company organization and 
production cost analysis, was hired to reor 
ganize the shop, and from 1947 on he held 
the office of technical director. The situation 
was objectively difficult, the war-related 
events had deprived the warehouse of its 
raw materials, the machinery had ended up 
scattered in various places, a part of its 
rooms were occupied by families that had 
been evacuated. Despite the hiring of new 
workers (from 108 on June 1, 1845, to 159 in 
May 1946), the orthopaedic shop was not 
able to deal with all of the requests. A plan 
to enlarge the location became indispens 
able, as it had not changed in twenty-five 
years: the staff needed to be reorganized, 
production required industrialization, and 
an attempt needed to be made to mecha 
nize as many operations as possible and to 
put together as many small parts as possible 
in a series. Although restructuring began 
slowly the workmanship was divided by 
specialities: mechanics, saddlers, carpen 
ters, cobblers, nickel-platers, vamishers, 
plaster modellers; gradually, the requests 
outstanding were fulfilled, including those 
that went back to before the war. In 1947 
the first course (also in the history of Italy) 
was founded for the training of technicians 
and specialized skilled workers.30 
At the beginning of the fifties the “V. Putti” 
National Center for Experimental Studies on 
Limb Prostheses (C.Na.S.S.P.A.) was found 
ed, financed by the National Association of 
Manufacturers of Orthopaedic Devices and 
Prostheses, and it initiated an interesting se 
ries of exchanges with similar research cen 
ters abroad. The co-directors of the center 
were Francesco Delitala for the Rizzoli Insti 
tute, and Aristide Prosciutto for the Faculty 
of Engineering of the University of Bologna; 
in 1952 the center organized the 1st Nation 
al Meeting on limb prostheses, while the 
first reunion of the technical committee was 
held on January 25, 1953- 
Among its production, which was the prod 
uct of the most advanced research, was a 
femoral diaphysis metal endoprosthesis 
(1953), arid a “Canadian-type” prosthesis

for the lower limb (1955), developed at the 
Sunybrook Hospital in Toronto, particularly 
suited to the treatment of hip disarticula 
tions as it left the joints free. Collaboration 
with the engineer C.W. Radcliffe led to the 
production in series of a new prosthesis in 
polyester for leg amputees in 1962. In 1968 
the table for orthopaedic and traumatologic 
surgery was further perfected and, based on 
a model devised by Jugoslavian physicians 
and technicians of the Pupin Institute in 
Belgrade, prostheses for the upper limb 
with a multi-functional hand and electro 
mechanical and myoelectric control were 
developed.31 In 1957 the first official contact 
was made with the Lybian government for 
the supply of unfinished products that con 
tinues today, despite the events of the 
African political situation.
The orthopaedic shop, from its very birth, 
had worked as an operative branch of the 
institute (with a close relationship that, in 
good times and in bad, had influenced its 
history), at the beginning of the fifties began 
to complain of the first “institutional” prob 
lems, determined by the fact that it was an 
industrial company that acted as a free en 
terprise system, but that was subject to the 
managerial and administrative limits deriv 
ing from its being the property of a Public 
Institution, and these limits emblematically 
ran up against research activity and the high 
quality of the marketed product.
This situation finally came to an end in 1984 
when the Rizzoli Orthopaedic Shops S.p.A. 
was constituted, with the largest stockhold 
er being the Rizzoli Orthopaedic Institute 
and, followed, in this order by, the Emilia- 
Romagna Region, the Municipality of 
Bologna, the Province of Bologna, several 
companies belonging to FIAT and IRI, in 
addition to pharmaceutical companies and 
hospital services.
Today, the Rizzoli Orthopaedic Shops are a 
company located throughout the national 
territory; the main branch in Bologna is 
where the departments of production and 
research are located, as are many of its of 
fices and other company services; the distri 
bution network is organized at Rizzoli Cen 

ters, that clients may refer to, and in Centers 
for Orthopaedic Assistance, located within 
hospital structures to offer immediate sup 
port to patients. Its production is oriented 
towards orthopaedics, orthopaedic surgery, 
traumatology, rehabilitation.
Several areas involved in specific research 
projects deserve mention: biomechanics 
(center for the analysis of movement), reha 
bilitative technologies (center for rehabilita 
tion of the hand), products for neuromus 
cular pathologies (pediatric center), bioma 
terials.
Among the most important products are the 
R2GO tutor that allows for paraplegic pa 
tients to assume an erect station and walk, 
screws and plates for bio-reabsorbable ma 
terial for traumatology and orthopaedic 
surgeiy, rotatory shoulder modular endo 
prosthesis, the monoaxial external fixator 
Dynamic model.
Those who work in the field are trained at 
the orthopaedic shop, that periodically or 
ganizes seminars, and workshops on vari 
ous subjects related to orthopaedics; more 
over, the practical training of the School for 
Orthopaedic Technicians is done there.

Directors o f the Rizzoli Orthopaedic Shop
Augusto Lollini (1865-1954) technician-manager from 
1898 to 31/12/1915
Augusto Fusaroli (1880-1958) head technician from 
14/2/1916 to 31/12/1946, consultant until his death 
Salvatore Scalas (1911-1986) technical director from 
1/1/1947 to 30/9/1971 (but consultant from June 1945) 
Sergio Sandrolini Cortesi (1926-1985) technical-direc- 
tor from 1/9/1971 to 20/1/1977 
Gianfranco Greco (1929-) from 1/3/1978 to 30/6/1984 
Francesco Sutti (1946-) from 10/2/1984 to 17/2/1986 
managing director
Mauro Messori (1942-) from 7/4/1986 to 15/1/1989 
managing director
from 16/1/1989 to the present president
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27 AIOR (Commissione Amministrativa, verbali delle 
adunanze, 19 Dicembre 1919) “The President, Z an ar 
di, a ffirm s that: a s  a  g en era l rule a n d  in com plian ce  
with the law  the Opere P ie can n ot con du ct activity o f  
a  com m erc ia l nature, thus a t  the orthopaed ic Shop we 
must alw ays dem onstrate the physiognom y a n d  the 
g oa ls  that it h a d  fro m  the begining. ”
28 F.A. Mandruzzato, Gli strum enti chirurgici-, Putti, 
Scritti Medici-, AOO, publicity material and reports of 
activity.
29 Bader, L ’lstituto Rizzoli.
30 AOO, Summary report of the company up to May 5, 
1948.
31 Bader, L ’lstituto Rizzoli-, G. Passerini, S. Scalas, “Con- 
tributi alle ricerche sul problema della protesi per arto 
superiore ad energia esterna,” S cien za e  tecn ica oper- 
atoria , Nos. 116-117-118, January-June 1969, pp. 3-11.

Oral sources
Mr. Rinaldo Bastelli, in charge of the Archives of the 
Rizzoli Orthopaedic Shops S.p.A. and his recollection 
of historical events, whose enthusiastic help was es 
sential for the clarification of several less known as 
pects of the events of the company over the last thirty 
years.
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A  C o l l e c t io n  o f  M e d a l s  o n  t h e  Su b je c t  
o f  M e d ic in e

Maria Giannantonj

I n one of the rooms of the splendid Um 
berto I Library located within the Rizzoli 
Orthopaedic Institute an interesting and 

curious collection of medals may be found. 
It may appear to be an incongruency that the 
medals have been placed in these rooms, a 
sort of “parking lot” or transitory solution 
due more to necessity than to an organic 
arrangement of the material possessed by 
the institute. In truth, if we recall the activity, 
the personality of he who thought of, orga 
nized, instituted, and cared, in modern 
terms, for the library, Professor Vittorio Put 
ti, we will discover that the choice of this lo 
cation to accomodate the beautiful collec 
tion of medals is neither a casual nor an un 
suitable one. In fact, for more than thirty 
years, in addition to devoting himself to his 
profession as a distinguished surgeon, Vitto 
rio Putti was also intensively active as a cul 
tivator of the history of medicine, leading 
him to study and to collect any and all mate 
rial that was inherent to medicine and its 
progress. In addition to surgical instruments, 
antique texts, paintings, letters on medical 
subjects, Putti also put together a strange 
collection of medals characterized by the 
theme of medical science and its history. 
The collection includes an original nucleus 
of nearly two-hundred medals that offer a 
wide panorama of historical personalities 
and events: the incisions of the medals rep 
resent divinities such as Asclepias, Minerva, 
they celebrate people such as Hippocrates, 
Aldrovandi, Galvani, Malpighi, Volta, Spal 
lanzani, and more recent names of physi 
cians such as Rizzoli, and Cattaneo. It must 
immediately be emphasized that the value 
of this collection, which is considerable, 
does not reside in its intrinsic or numismati- 
cal worth: the collection, in fact, principally 
includes pieces in bronze, lead, or alloys 
that only modestly contain precious metal 
(there are very few pieces in silver, and 
none of the medals are gold); furthermore, 
the collection is mainly constituted by 
medals coined during the nineteenth and 
the twentieth centuries, that are not rare, 
and which, however, do not achieve high 
prices of evaluation as there is no market for

them. But anyone wanting to assign this col 
lection a commercial value would be mis 
taken, as its true worth derives from its 
whole, from the documentary and historical 
meaning that it represents in its entirety.
First of all, it is important to emphasize the 
distinctiveness of the theme on which the 
entire collection is based, a subject that has 
been dealt with by very few others in Italy; 
let us recall the collection kept at the Muse 
um of the History of Science in Florence, as 
sembled by the physician Giovanni Aperlo, 
and those of Giovanni Carbonelli and Pietro 
Capparoni, two enthusiasts that entrusted 
their collections to the Museum of the Acad 
emy of the History of Health Art in Rome. In 
numismatics it is very important to consider 
the context within which a coin or a medal is 
found: for this reason organic collections 
should never be lost, and a novice just be 
ginning to organize a collection is always ad 
vised to choose a circumscribed subject on 
which to base his or her studies and pur 
chases. One of Putti’s great merits was that of 
having had the modern intuition of under 
standing the importance of numismatics, a 
discipline that only recently has been attrib 
uted its just value: current historiography of 
ten makes use of considerable contributions 
of a historical, artistic, and documentary na 
ture, that offer coins and medals, but during 
the years in which Putti was collecting his 
pieces, at the beginning of the twentieth cen 
tury, numismatics was considered a very 
marginal subject, a curiosity that interested 
bizarre and aristocratic people. The Putti col 
lection is also of historical value, “pho 
tographing” a mentality typical of collectors 
of the past: at one time the quality of the 
pieces collected was not heeded, while the 
variety or the rarity of a collection was pre 
ferred. The collection of medals present at 
the Umberto I Library of the Rizzoli Institute, 
in fact, includes a good number of pieces, in 
cluding medals of considerable rarity, but it 
reveals little interest in the type of preserva 
tion of the single examples. The medals are 
often dented on the borders, they show 
traces of holes that have been repaired, they 
are scratched, they have evidently under 

gone gross testing of the metal. A good state 
of preservation, the “quality” in numismati- 
cal terms, is instead one of the main criteria 
on which are based today’s collections, one 
of the essential parameters respected by the 
market, as well. This prerogative, which is so 
important when dealing with coins, is incon 
trovertible if we are dealing with medals: if 
we compare the latter to coins they are char 
acterized by the fact that they have an ex 
quisitely commemorative or celebrative 
function, so that they do not circulate, like 
money does. Unlike coins, medals do not 
show any indication of worth, they are not 
guaranteed by a sovereign state (in fact, 
medals are often privately coined), they fre 
quently do not even have a date, and this 
distinguishes them unmistakably from coins, 
both formally and legally. Thus, medals have 
no exchange value, they cannot be used to 
buy things, and as such they must be well- 
preserved, unlike coins that have gone from 
hand to hand, pocket to pocket, by defini 
tion destined to go through many passages. 
That which however is doubtlessly a defect 
of a collection from a formal and commercial 
point of view, that is, its mediocre preserva 
tion, if observed from a historical point of 
view might reveal the mentality of the times, 
denoting a certain “romantic” spirit of col 
legers at one time, pioneers in the disci 
plines defined “minor aits,” at the beginning 
of the century all to be discovered and re 
evaluated. And doubtlessly, Vittorio Putti in 
his activity as a scholar of the history of med 
icine played a role of antique flavor, that per 
haps today no longer exists: his love for the 
objects of the past that he collected also rep 
resented a sense of patriotic pride, of the re 
covery of a glorious tradition, of the desire to 
hand it down to his descendants. From this 
point of view, the place where the man stud 
ied, admired, “touched” the various objects 
that he accumulated during his years of re 
search and study was particularly suggestive: 
the beautiful Benedictine monasteiy of San 
Michele in Bosco. It is worth recalling and 
describing some of the single pieces that 
make up the singular collection, adding that 
these medals have been chosen because
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Franz Joseph Gall (1758-1828), 1820. 
Bronze, 50 mm.

Paolo Gorini. Bronze, 56 mm.

Alcmaeon, first half of XTXth century. 
Bronze, 40 mm.

On previous p ag es  
Medal coined on the occasion of the 
International Meeting of Radiologists in 1928 
in Stockholm: Forsell Gosta on the obverse 
side, allegorical figure on the reverse side. 
Bronze, 65 mm.

On the reverse side: Mazzini’s body.

On the reverse side: rooster with strip 
of paper in beak.

On the reverse side: allegorical figures.

they are part of an organic and articulated 
nucleus, because they are of iconographic 
interest, without necessarily being of value 
or rare. Despite the fact that collecting today 
has gotten us used to thinking of invest 
ments if not speculation, the true value of 
numismatical pieces resides in their histori 
cal and artistic importance, in the cultural at 
traction that each single coin allows us to re 
discover and appreciate. This is what we ap 
preciate in a beautiful bronze medal dedicat 
ed to Alcmaeon, coined during the first half 
of the nineteenth century. The obverse side 
presents a valuable profile turned to the 
right, beautiful in its expressiveness: this 
Greek philosopher, physician and naturalist 
of the sixth century B.C., the father of human 
anatomy, is described by the engraver with 
particular intensity, he is characterized by 
moral greatness and a speculative faculty 
suggested by his eyes sunken beneath his 
eyebrows and his prominent cheekbones. 
On the reverse side we instead find a rooster 
holding a strip of paper in his beak on which 
the meaningful words NOSCE TE IPSUM 
(know yourself) are written. The iconogra 
phy of the rooster recalls the God Asclepias, 
patron of medicine, to which the symbols of 
the serpent and the cane are generally attrib 
uted; the citation of the rooster instead re 
calls a sacrificial rite that was attributed to the 
god (the priests administered recipes based 
on ash, honey, wine, and the blood of a 
white rooster). The figure of the rooster also 
has an evident symbolic meaning: as the 
rooster announces a new day, so Asclepias 
gives back life, and guarantees new days to 
the patient who has been healed. In this 
case, too, the engraving seems to have been 
done with particular skill and clarity. The sig 
natures of the authors of these medals allow 
us to single out two important personalities 
of great ability: V. Catenacci (engraver of the 
obverse side), and Lorenzo Amaud (en 
graver of the reverse side), artists that often 
worked together and that were active during 
the first half of the nineteenth century princi 
pally in the Kingdom of the two Sicilies, at 
the court of the Bourbons (it is known that 
Amaud also worked for the Savoia family).
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The female physician Trotula. Bronze, 40 mm. 

Giovanni Battista Vico. Bronze, 60 mm. 

Friedrich Koranyi. Bronze, 69 mm.

On the reverse side: allegorical figure. 

On the reverse side: allegorical figure.

On the reverse side: urn.

Another example of the value of these en 
gravers is found in the equally beautiful 
medal dedicated to Trotula, a female physi 
cian from Salerno of the twelfth century, a 
medal that was probably coined in a series 
with the previous one, as may be deduced 
from the workmanship, the size, the metal. 
This woman, who very little is known about, 
was probably active in the field of obstetrics; 
to her is dedicated a beautiful profile turned 
to the left, with delicate and elegant features 
that are truly particular. In this engraving, 
done by Catenacci, it is not difficult to see the 
touch of a neoclassical artist; in the style of 
her hair we observe a composition that very 
explicitly recalls the Phrygian cap. On the 
obverse side we find an urn, the work of Ar- 
naud. The medal devoted to Giovanni Bat 
tista Vico is also very interesting and beauti 
ful, the work of the same artists. On the ob 
verse side Catenacci portrays the very fa 
mous Neapolitan philosopher (1670-1744), 
perhaps a bit stereotyped and less success 
ful, if compared to the two previous figures. 
On the reverse side we instead find a very in 
teresting composition by Amaud: in the 
field, to the right, a feminine turreted figure, 
representing Italy, holds the torch of science 
emanating rays all around; to the left is a 
stele on which are visible the terrestrial 
sphere, a parchment, and a mirror; at the 
background is Naples as seen from the sea, 
and behind it, Vesuvius. The allegorical im 
age is clarified by the legend in an exergue: 
VII. CONGRESSO DEGLI/SCIENZATI ITAL- 
IANI/NAPOLI MDCCCXLV. The medal in 
fact celebrates a meeting that took place in 
1845 in Naples, dedicated to Vico, a great 
Neapolitan thinker, the ideal “patron” of the 
meeting. This medal, which is interesting be 
cause it reminds us of the intense activity of 
physicians even in those days, and illustrates 
the awareness of the importance of scientif 
ic meetings, is particularly significant if we 
observe one detail present to the right of the 
field. The beautiful feminine figure, similar 
to many classical figures, places her left arm 
on a shield on which the profile of Italy may 
clearly be seen. If we link this detail with the 
words SCIENZIATI ITALIANI a concept of
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Luigi Ferdinando Marsili (1658-1730).
Bronze, 59 mm.

Marcello Malpighi (1628-1694). Bronze, 46 mm. 

Alessandro Volta (1745-1827). Bronze, 120 mm.

On the reverse side: legend within crown. 

On the reverse side: allegory of electricity.

On the reverse side: view o f Bologna.

unity and of positive and productive collab 
oration was evidently meant to be empha 
sized. But what is tmly surprising is the date, 
unmistakably expressed and irrefutable, 
1845, that is much before the unification of 
Italy, in 1861. Thus, this medal is to all effects 
also a medal of the “Risorgimento” using 
terms and images that refer to a unity that at 
that time was still a long way off. To the very 
important historical value of the medal, 
which is not rare, must be added its artistic 
value, as Arnaud was able to create, on a 
planchet with only a a limited amount of 
space, a composition that is well-balanced in 
all of its parts, developed on several planes 
of perspective, and that has its own narrative 
unity.
Many other medals make up the Putti col 
lection, nearly all deserving in-depth study 
leading to interesting “discoveries”, and that 
allow us to appreciate true works of art: let 
us also recall, among the many, the largest 
medal (69 mm in diameter) dedicated to the 
physician Friedrich Koranyi where the en 
graver Becko Fulop, on the reverse side, of 
fers a very beautiful composition typical of 
the symbolism of the early twentieth centu 
ry, which is also interesting for the decora 
tive invention of its numbers, clearly evi 
dent in the field; the view of the city of 
Bologna is beautiful on a medal of the eigh 
teenth century, dedicated to Luigi Ferdinan 
do Marsili; there are pieces dedicated to 
Morgagni recalling the “Accademia degli In- 
quieti,” that he founded, which became the 
“Accademia delle Scienze” in 1829.
With the passing of time and the succession 
of important physicians to guide the Insti 
tute, several recent medals have been 
added to the Putti collection, celebrating 
meetings, foundations, surgeons and chiefs 
to whom commemorative medals have 
been dedicated. The collection is open for 
public viewing and thanks go to those who 
are in charge of the Putti Collection, as too 
often collections lie forgotten or hidden in 
the cellars or in the closets of museums; but 
the best thing would be if today someone 
were with renewed enthusiasm and interest 
to continue the work of its founder.
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Tiburzio Passarotti (attr.), Portrait o f  G aspare 
Tagliacozzi (1546-1599), oil on canvas 
(Putti Donation).

Carlo Cignani (attr.), Portrait o f  M arcello 
M alpighi (1628-1694), oil on canvas 
(Putti Donation).

Emilian School of the early XVIIIth century, 
Portrait o f  A nton M aria Valsalva (1666-1723), 
oil on canvas (Putti Donation).





M e d ic , a t . P h o t o g r a ph y

F r o m  t h e  H i s t o r i c a l  A r c h i v e s  
o f  t h e  R i z z o l i  I n s t i t u t e

Anna Maria Bertoli Barsotti, Alfredo Cioni

F rom the year of its inauguration, in 
1896, the Rizzoli Orthopaedic Insti 
tute was equipped with a photo 

graphic laboratory to accurately document 
the activity that went on inside the hospital. 
The photographs taken during the first 50 
years of the Institute alone,1 immediately 
convey how impressive the documentation 
collected is: more than 35,000 images, the 
negatives of which have been preserved, 
most of them in good condition.
It is a cultural wealth of precious historical 
and scientific importance, particularly if we 
consider that these are photographs of a 
medical nature: the material is extremely 
rare, and this is so because this type of doc 
umentation has a short life span, both func 
tionally and scientifically, as it is soon con 
sidered to be of little value even by those 
who requested it;2 moreover, the photo 
graph as a means to document a subject was 
used very little in those days, and only on 
occasion in Italy.3
This was not the case in the United States, 
where photography was enthusiastically 
collected in scientific environments, and it 
was recognized, both personally and insti 
tutionally,4 to be an extraordinary instru 
ment used to document and study reality, in 
all of the scientific applications possible.5 
The field of medicine was quick to use pho 
tography because of its objectiveness, and 
its highly informative contents, used for 
“classification,” testimony to what was 
anomalous and pathological, and as such 
justifying diagnosis.6
The first data on photographic laboratories 
inside hospitals concern psychiatric insti 
tutions:7 in England, in the county of Sur 
rey, the physician Hugh Welch Diamond 
in 1851 started a photographic laboratory 
in the female psychiatric institution where 
he worked. In Italy, during the 1880s a sim 
ilar service was established in the male 
psychiatric institution of San Servolo in 
Venice, while the physician Augusto Tam- 
burini made use of photography equip 
ment in the mental hospital of San Lazza 
ro in Reggio Emilia for the declared pur 
pose of “fixing the physiognomies of the

patients in the various phases of their ill 
nesses.”8
Photography for documentation was also 
adopted early in the field of orthopaedics: 
Dr. Berend of Berlin began using photogra 
phy in 1855 to observe the progression of 
disease in his patients. Thus, “as it is quite 
interesting in orthopaedics to have a com 
parison that is as accurate as possible be 
tween a given skeletal deformity and the re 
sults of its correction obtained by the treat 
ment undertaken,”9 at the Rizzoli Or 
thopaedic Institute, too, after a long and dif 
ficult planning phase, a photographic labo 
ratory was included among its scientific lab 
oratories, aimed at being avant garde in 
terms of technology and service.
The photographs were taken on a terrace 
with glass panes that could be heated, that 
jutted out on the coutyard where the light of 
the sun hit the subject nearly frontally, 
while the background had the effect of usu 
ally constituted by a dark cloth back-drop 
outlining the figure, emphasizing it in sil 
houette to the deformity. The patients were 
photographed from the front, and back, and 
side, in a position according to the indica 
tions of the physician, so as to reveal the 
most significant aspects of the pathology, 
diachronically documenting the various 
phases of the disease and allowing for a 
comparison with similar situations.
The director of the Institute was in charge of 
the laboratory, and he had an assistant 
physician to help with the photographs, 
and someone to do odd jobs.
The first camera used, that came from 
Braunschweig, was 18x24 in format, focal 
length was normal to avoid excessive defor 
mation, with a Voigtlander apochromatic 
lens.10 The photosensitive gelatin-bromide 
emulsion was initially spread on a glass 
slide; the formats used most were 13x18, 
12x16, 9x12 cm, but the archives still hold 
beautiful and fragile negatives 18x24 and 
30x40 in size. In 1924 double emulsion cel 
lulose nitre Eastman Nitrate film that had 
just been put on the market by Kodak was 
used, substituted by the less dangerous 
Safety films in the thirties.11

In 1899, just three years after the discovery 
of x-rays, one of the most fascinating and 
useful applications of photography in the 
field of medicine, essential to the field of or 
thopaedics, the Rizzoli Institute was one of 
the first Italian hospitals to be equipped 
with an X-Ray Room. The instruments for 
this installment, ordered by Alessandro Co 
divilla, had mostly been bought from the F. 
Ernecke company in Berlin. The same com 
pany provided the Wehlnet electrolytic 
switch, adapted to activate a sprocket with 
a spark of only 30 cm, as the power avail 
able was limited to 65 volts.12 
During the first years of the radiographic 
laboratory’s activity, the records show that 
in 1899 about forty radiographs were taken, 
while in 1900 and 1901 approximately 300 
per year were taken, some of which were of 
patients hospitalized in other Bolognese 
hospitals.
In 1901 with the help of a storage battery 
power was increased to 120 volts allowing 
for the use of an inducer with a 50 cm spark, 
with the advantage of increased clarity and 
a considerable reduction by several minutes 
in pose times. In 1905-06 the laboratory was 
equipped with subsidiary systems con 
ceived by Putti himself: a compressor tube 
that excluded secondary rays and allowed 
for compression of the soft tissues, obtain 
ing images of anatomical regions until then 
considered to be refractory to radiographic 
study,13 as well as a system for oxygen in 
sufflations in the joint cavities so that x-rays 
of the joint structure could be taken. 
Photographic and radiographic images 
were used in publications and, opportunely 
transferred on slides, they were projected 
during meetings or for teaching purposes.14 
At the beginning of the century lessons on 
orthopaedics that were held in the theater 
(operating room) were enriched by numer 
ous images taken from the collection and 
projected by a Reicher projector from Vien 
na that “could provide diascopic, epidias- 
copic, and microscopic projections of great 
intensity and clarity.”15 
Most of the images concerned patients pho 
tographed upon hospitalization and dis-
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F em ale a ffected  with scoliosis, 1899, from  
gelatin  dry plate, 13x18 cm.
The photograph documents the deviation of the 
vertebral column, emphasized by pencil marks, 
corresponding to the spinous apophyses. It is 
interesting to note how the photographer was 
careful to deal with the image from a purely 
scientific point of view, as well as regards its 
aesthetic-scenographic effect.

Opposite

Boy with Codivilla nail, 1902, fr o m  gelatin  dry  
plate, 12x16  cm.
Francesco C., aged 10 years, was one of the first 
patients in whom Codivilla applied a nail for 
trans-skeletal traction: this new method was 
devised to solve the problem of deformed 
calluses produced by inveterate fractures.
The clinical records reveal that the boy was 
hospitalized at Rizzoli on August 28, 1902.
Three months before he had been caught in a 
transmission belt, resulting in fractures in 
different parts of his body, among which two in 
the upper third of both femurs. On the left 
fracture consolidation had occurred in a good 
position, on the right, instead, the upper 
fragment was in a position of flexion, abduction 
and external rotation, and there was 
overlapping so that the limb was 3.5 cm shorter 
than the other one (which was also shorter) 
than it should have been. On September 13, 
1902, he was submitted to surgery by 
Alessandro Codivilla; surgery was performed 
under ether anaesthesia, and an oblique 
osteotomy of the callus and resection of a part 
of it was performed; traction of the limb was 
applied by means of a “wire through the heel” 
that was englobed in plaster. After two more 
sesssions during which the plaster was sawn, 
traction was carried out. On September 30 the 
nail was removed and the plaster renewed. 
Results were considered to be good; the 
relationship between the fragments was good, 
and any trace of deformity had regressed. The 
right limb had earned a total of 5 and 1/2 cm, 2 
cm longer than the left leg.

M other with ch ild  a ffected  with scoliosis, early  
XXth century, fr o m  gelatin  silver transparency, 
8.5x10  cm.

On previous pages

Girl with walker, 1912, fr o m  gelatin  dry plate, 
12x16 cm.
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missal from the Institute, or during phases 
of treatment to reveal whether the disease 
had progressed.16
At times to document the results of mobi 
lization obtained surgically or the restored 
ability to move after tendinous transplant, 
the same photographic glass negative was 
exposed twice, in successive instants, thus 
revealing the range of movement of the 
limb. New cinematographic techniques 
were soon used,17 useful for a study of 
pathologies frequently treated at the Insti 
tute, such as myokinetics and deficit in 
movement.18 The first films cbncern po- 
liomyelitic patients filmed while taking their 
first complete steps and after treatment.19 
Photos that referred to pathologies and to 
methods of treatment indirectly document 
ed changes in the instruments used, and in 
novations in surgical and kinesitherapeutic 
treatment; in many cases they provide us 
with an idea of the atmosphere of a place 
that was felt to be nearly miraculous, and 
they testify to the activities, ordinary and ex 
traordinary, of a prestigious hospital that 
kept close contact with large centers of Eu 
ropean orthopaedics and that represented 
an essential element in the training of the 
orthopaedic surgeon.20 
The enormous value of these photographs

for the history of medicine is evident; some 
of the images refer to the most significant 
phases in the evolution of methods of treat 
ment of orthopaedic pathologies, conceived 
of and put into practice at the Rizzoli Institute 
by Alessandro Codivilla21 and Vittorio Putti,22 
others document pathologies that are cur 
rently rare or totally extinct in the Western 
world, such as rickets, osteoarticular tuber 
culosis, the sequelae of congenital hip dislo 
cation, poliomyelitis, pathologies caused by 
deficit in consolidation, war injuries.
If documentary photography gradually de 
creases in scientific value over time, while 
its historical value increases, in medical 
photography, in particular, time can modify 
and aggrandize its meaning. What is partic 
ular about medical photography is the fact 
that its main subject is the significant par 
excellence of the human body, with its host 
of symbolic values, which are also directed 
unvoluntarily.
What transpires, with a vivid light, from 
these faraway images tends to obfuscate 
their primary value, nonetheless, the multi 
ple interpretations are legitimate and possi 
ble, and they provide us with a view of life 
and costume that may also be an effective 
instrument for considerations of an anthro 
pological and sociological nature.

Thus, beyond the original function of re 
vealing pathology, we cannot but be struck 
by emotion or purely aesthetic suggestive 
ness when we look at the older pho 
tographs: the timid pride hidden in the 
search for a vaporous hairdo, or in the ele 
gance of a laced boot, the unadorned white 
ness of a nude back taken magistrally 
against the also white cascade of embroi 
dered underwear, the gesture both tender 
and firm of a mother who faithfully hands 
the ill body of her child towards the photo 
graphic lens.

Notes

1 According to the parameters of evaluation of the Min 
istry of Cultural Heritage only objects that are more 
than 50 years old are considered to be “historical.”
2 Tommaso Lugli considers medical photography to be 
an “ungrateful field and one that is of little interest in 
Italy” where “the occasions for new discoveries are 
frankly few,” in “Luigi Rossi e la fotografia medica al- 
l’Ospedale di Stradella (Pavia),” Fotologia, No. 4, 1985,
p. 108.
3 Even when it was possible to take photographs, they 
were considered a complementary accessory, and one 
that was subordinate to more traditional methods of 
study, such as drawing or purely literary description. 
Because of technical difficulties, during the last centu 
ry in Italy the use of photographic images in scientific
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Girl on  hypercorrective bed, 1912, fr o m  gelatin  
dry plate, 13x18 cm.
Clara C. was affected with kyphosis with a 
tubercular aetiology (Pott’s disease). Treatment 
of vertebral deformities was obtained by 
maintaining the patient in supine decubitus 
on a bed that could be regulated, in 
hyperextension. This type of treatment, 
suggested by Julius Finck of Cracow (1904) 
and by B. Lange of Strasbourg (1910), 
was for a long time the method used most 
frequently to treat Pott’s disease. Only at the 
end of World War I did this conservative 
approach begin to slowly be substituted by a 
more aggressive surgical approach, involving 
correction of the deformity associated with 
vertebral fusion, using bone grafts.

K inesitherapy m ach in e f o r  rehabilitation  
o f  the coxofem oral joint, 1912, fr o m  gelatin  
dry plate, 13x18 cm  .

Opposite
Pendulum  apparatus to treat cerv ical scoliosis, 
1912, fr o m  gelatin  dry plate, 13x17 .6  cm.
This machine was devised by A. Codivilla in 
1906 and created by Agostino Lollini in the 
Rizzoli Orthopaedic Shop.
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Elastic resistance system f o r  dorsal flex ion  
exercises o f  the foo t, 1913, fr o m  gelatin  dry  
plate, 13x18 cm.
Double exposure is used in the photograph to 
reveal voluntary movement obtained after 
tendinous transplantation.

Kinesitherapy m ach in e f o r  passive m ovem ent 
o f  the head , 1905, fr o m  gelatin  dry plate,
12x16  cm.
Paolina C. was affected with left congenital 
torcicollis, and was admitted to the Institute on 
August 3, 1905. She was submitted to surgery 
by Codivilla on August 5 involving open 
tenotomy of the sternocleidomastoid muscle at 
its two distal ends, proceeding with an incision 
of the soft tissues approximately 6 cm long 
along the upper margin of the clavicle. Plaster 
in hypercorrection was applied to be worn for 
10 days, which was then substituted by a soft 
Schanz collar. On August 31 she was dismissed 
from hospital advised to return periodically for 
kinesitherapy on the Zander and Schultess 
machines, massage to the neck and back, 
suspension and manual traction of the 
sternocleidomastoid muscle, and rotation 
exercises of the head. The patient constantly 
had to hold a weight in her hand to improve the 
position of her shoulder.

On the p ag es  that fo llow

Vittorio Putti in surgical theater during  
reduction o f  a  congen ital hip dislocation,
1912, fr o m  gelatin  dry plate, 9x12  cm.

F em ale a ffected  with sp ina b ifida  occulta,
1913, fr o m  gelatin  dry plate, 13x18 cm.
Maria M., aged 14 years, presents with typical 
lumbar hypertrichosis, a sign of the pathology.
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Opposite
View of Bologna during the bombing 
of September 25, 1943, from cellulose nitrate 
film, 11.8x16.4 cm.

publications was rare; because of the high cost in 
volved, there was no market for them.
4 In 1866 in Wyoming the surgeon Thomas Maghee 
used a rich photographic campaign to document the 
progression of a long series of operations performed to 
reconstruct the face of a shepherd severely injured by 
a shotgun wound, in 1878 Muybridge was able to con 
duct his studies on walking thanks to the collaboration 
of the University of Pennsylvania that favored it and fi 
nanced it.
5 The first scientific application of photography is relat 
ed to the use of the microscope: in 1839 in New York 
Samuel Morse and John Draper took the first mi 
crophotographs, while the physician Alfredo Donne 
aided by Leon Foucalt between 1840 and 1845 usd the 
microscope-daguerrotype to carry out what is consid 
ered to be the first work of photography under a mi 
croscope. I. Zannier, “Fotografia e Medicina,” La 
m em oria della  salute. V enezia e  il su o  o sp ed a le  d a l  
XVI a l  XIX secolo, (Venice: Arsenale, 1985), p. 78.
6 Considered to be the first medical photograph in his 
tory is a calotype kept at the National Portrait Gallery 
of Scotland, taken between 1843 and 1846 by Hill and 
Adamson of an elderly Scottish woman with an enor 
mous goiter. This image, taken to document a “mon- 
struous,” pathological condition, reveals a stereotype: 
the patient is taken up front, and her psychological at 
titude is evident; she is forced to model for the indis 
creet photographic lens.
7 The rite of photography became mandatory in pyschi- 
atric institutions where frightening albums testify, if not 
to the true madness of the patients, to the bizarre sci 
entific theories of those times.
“ N ascita d ella  fo to g ra fia  p s ich ia tr ica , ed. F. Cagnetta, 
(Venice: La Biennale, 1981), p. 42. Analogous to these 
studies is that of Cesare Lombroso (his scientific mea 
surements by means of photography date back to 
1878), those of Paolo Mantegazza (A tlante d elle  espres- 
sion i d el dolore, 1878), and VAntropometrie ju d ic ia r ie  
by Alphonse Bertillon with which the service of judi 

cial identity was diffused, that in Italy was applied on 
ly at the beginning of the XXth century.
5 F. Canonici, Llstituto O rtopedico R izzoli a  San  
M ichele in B osco  (Bologna: Zamorani e Albertazzi tip., 
1899), p. 30.
10 G. Bacchelli, L lstituto O rtopedico R izzoli a  San  
M ichele in B osco  (Bologna: Regia Tipografia, 1895), p. 
54; ibid., L 'Istituto O rtopedico R izzoli a  San M ichele in  
B osco  (Bergamo: Istituto Italiano Arti Grafiche, 1910), 
p. 87.
11 The film made of cellulose nitrate is a highly unstable 
material and if it is not kept in perfect conditions of hu 
midity and temperature it irremediably degrades to 
produce self-combustion phenomena.
12 Canonici, p. 30.
15 The compressor tube, built according to the indica 
tions of Putti by Augusto Lollini, director of the Or 
thopaedic Shops, was sold to outside buyers for 350 
lire.
14 A considerable series of photographs were taken, for 
example, in 1915 to supplement the report given by 
Putti to the meeting on the subject “Orthopaedics in 
war.”
17 L 'Istituto O rtopedico Rizzoli. p. 9.
10 Eight out of 10 of the images are of patients, the re 
maining photos are on various subjects: micropho 
tographs, environments, important events for the Insti 
tute and, more in general for the city of Bologna, for 
example, Mussolini’s visit to Bologna in 1926, the illu 
mination of the main monuments in Bologna during 
the Eucharistic Congress in 1930, the bombing of 
Bologna in 1943.
17 The oldest film kept at the Archives of the Institute is 
a 16 mm film dated 1910, but data suggests that the In 
stitute had equipment for filming for several years be 
fore that date.
18 A series of photograms were obtained, and like in the 
famous chronophotographs o f Muybridge, they al 
lowed for an analysis of walking, breaking movement 
up beyond the limits of the physiological visible.

Illumination of Piazza Maggiore on the occasion 
of the Eucharistic Congress in 1930, from 
gelatin dry plate, 13x18 cm.

19 Codivilla adopted cinematography at a normal pace, 
also to resolve the problem of reactions to the effects 
o f corporeal loading on the prosthetized stumps, and, 
consequently, to determine the necessary conditions 
to allow for gravability on the soft tissues, all in the 
meantime to improve the methods of amputation used 
and the features of the prostheses.
20 There are numerous portraits of young, foreign 
physicians who passed through the Institute during 
their study travels, some of whom went on to become 
illustrious names in orthopaedics.
21 The collection holds the images of the first patients 
treated in 1902 with the revolutionary method elabo 
rated by Codivilla, to apply traction directly to the 
skeleton in cases of inveterate fracture of the femur 
with overlapping of the bone segments. The nail pass 
es through the heel allowing for strong traction on the 
limb without injuring the soft tissues, and the naniral 
position and length of the bone is restored. Codivilla's 
intuition is at the basis of modern traumatology.
22 The other numerous images of Putti’s research con 
cerning congenital hip dislocation can be found, that 
led him to codify the state of pre-dislocation allowing 
for early diagnosis.
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T h f . Sc ie n t if ic  L ib r a r ie s

Anna Vigand, Patrizia Tomba

Umberto I Library
Art, History and Science Meet

T he Scientific Library of the Rizzoli Or 
thopaedic Intitute dedicated to King 
Umberto I by the will of the provin 

cial administration that instituted it in his 
memory, returned to the rooms of the an 
cient “Library of the Monks” on March 25, 
1922.
On that occasion, the Director Vittorio Putti 
proudly showed the authorities who had 
come for the inauguration the new and de 
finitive site.
Perhaps it was the same pride that about 
three centuries previously the abbot Tad 
deo Pepoli had felt upon seeing the com 
pletion, in the same rooms, of the work for 
which he would have been remembered by 
his descendants.
Both Bolognese, born in different ages, 
with different lives (one consecrated to sci 
ence, the other to religion) were linked by 
the common desire to make the “place of 
study” suited to its context, and to do so 
they made contributions using money from 
their own personal estates.
And it is thanks to their will and generosity 
that today we can admire the Umberto I Li 
brary in its harmonious shelves in walnut 
(based on a seventeenth century style draw 
ing by Fusaroli), tables and bronze cande 
labra of the seventeenth century donated by 
Prof. Putti, and lecterns with antique 
anatomical atlases that fit in well with the 
frescoes by Canuti and Haffner, ordered 
done by the abbot Pepoli, that recreate the 
atmosphere of an antique Cistercian library. 
Of course, these rooms have alternated mo 
ments of great splendor with periods of 
decadence, and over the course of the cen 
turies, their use has depended on the events 
of history.
As early as in 1517, the date in which some 
authors establish the building of the first li 
brary under the priorship of Barnaba 
Cevenini,1 miniaturists worked quickly to 
skillfully decorate missals, choir-books, 
manuscripts, while book-binders artistically 
bound them in embossed leather, engraved

and fastened with golden studs. Under the 
vaults frescoed by Amico Aspertini, who is 
solely remembered in the writings of Malva- 
sia, a large globe could be admired, the 
work of the Olivetan monk Francesco Vas- 
salli.
And in 1677 the abbot Taddeo Pepoli who 
had become prior of a convent that was al 
ready rich in works such as those of Vasari, 
the Carraccis, Cignani, and others, decided 
to also have the library of his brothers em 
bellished, adapting it to the taste of the 
times. The architect Gian Giacomo Monti, 
his friend and adviser, dealt with the actual 
building work, while the painters Domeni 
co Maria Canuti and the Swiss Enrico Haffn 
er were assigned the task of frescoing “the 
library, the vaults, and the walls with sub 
jects proportionate to the religious and liter 
ary setting.”2
In these rooms were kept printed volumes, 
manuscripts, mathematical instruments and 
other objects of considerable value, and this 
wealth of texts and treasures grew over the 
next century to the point that in order to 
compile the index of the library, concluded 
in 1764, it took twelve years and was done 
by several monks under the direction of 
P.D. Adelmo Falucci of Florence, Librarian 
emeritus. In those same rooms Father Rosi- 
ni da Lendinara in 1762 completed the large 
globe that measured 12.10 feet in circumfer 
ence, done in pen, in which Australia was 
just sketched, as its existence was not as yet 
known. In Giordani’s words “he spent a 
great deal of time doing this work, to obtain 
a perfection of lines and declarations, and 
to note the recent discoveries reported by 
expert travellers.”3
In time the library underwent important 
changes. In 1797 Napoleon abolished ec 
clesiastical orders, transforming the convent 
into a prison: only Canuti’s frescoes re 
mained in the library: the wealth of books 
was lost, the precious mathematical instru 
ments and objects of considerable value be 
longing to the monks were lost, the shelves 
of the library made by the Martorelli broth 
ers were destroyed. The monastery was giv 
en back to the Pontifical State in 1824, but it

was not until 1841 that the rooms of the li 
brary returned to their ancient splendor. 
Restoration work, embellishments, rich fur 
nishings with furniture suited to the setting 
were directed by the Cardinal Legate Spino- 
la, and the rooms were used for receptions 
until 1859- Princes, high prelates, illustrious 
men, and even Pope Pius IX stayed there 
from June 13 to August 17, 1857.

And Vittorio Emanuele II was also accomo 
dated there, in May I860, after which the 
rooms were called the “regal apartment," 
and perhaps it was precisely in these rooms, 
as recalled in an inscription in the corridors 
of the convent, that he met with Camillo 
Benso, the Count of Cavour a few days be 
fore the expedition of the “Thousand.”4 
The convent was bought in 1880 by the fa 
mous Bolognese surgeon Francesco Rizzoli 
so that it could become an Orthopaedic In 
stitute, and it was inaugurated in 1896 in the 
presence of the Italian Royalty.
During that period the rooms of the library 
were in part occupied by the museum that 
contained anatomical specimens and mod 
els of deformities; the books, the surgical in 
struments, and the objects belonging to 
Prof. Rizzoli were gathered in the third 
room.
The library of the Orthopaedic Institute was 
located where the archives of clinical re 
ports are currently kept, known as the 
“Stanza dei Carracci” because of a fresco by 
Annibale Carracci over a splendid marble 
fireplace.
Its institution was willed by the Provincial 
Administration of Bologna that on October 
29, 1900, to honor the memory of King Um 
berto I, allocated the sum of 50,000 Italian 
lire, half for a prize to be awarded every five 
years for the best work or invention, Italian 
or foreign, in the field of orthopaedics, and 
the other half for a library. Expenses were 
carefully checked, as may be inferred from 
an examination of the “Registry of Purchas 
es” of the volumes for that period. And to 
day we can proudly demonstrate the title- 
pages of the first volume of each of the most 
important journals on the discipline, in ad-
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Here and on previous pages 
The Umberto I Library.

Opposite
Title-pages of first issues of periodicals 
on the subject of orthopaedics.
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THE PRESID EN T’S ADDRESS.

THE FAMILY PHYSICIAN, THE SPECIALIST AND 
THE PATIENT.

LOUIS A. WEIGEL, M.D., ROCHESTER, N.Y.

In calling the seventeenth annual meeting of the American 
Orthopedic Association to order, I  must give voice to my 
appreciation of the supreme confidence manifested by confer 
ring the highest honor within its gift upon me. To be called 
upon to preside over the deliberations of an association of 
international importance carries with it a grave responsibil 
ity; and I trust that, when this year’s work has passed into 
history, I may have honestly earned the approbation of my 
fellow-members, and that the work done by them may have 
truly fulfilled the purpose of the Association, which, our 
Constitution tells us, should be “ the advancement of ortho 
pedic science and art.” To those members who so generously 
came to the assistance of the President and furnished the 
scientific material for this year’s meeting I  tender my especial



The main room o f the library during WWI.

dition to a complete collection of related 
periodicals.
When World War I broke out, for logistical 
reasons, the use o f much of the library was 
modified, to make room for the wounded 
who came to the Institute in increasing num 
bers. Photographs of that epoch show much 
of the building set up as wards for patients, 
including the “antique Library of the Monks.” 
When the war ended in 1918 and activity re 
turned to normal, it became obvious that 
the physicians needed to add to their scien 

tific knowledge, and that there was also a 
need for a more suitable location to acco 
modate the property of the library. It was 
then that Prof. Putti, director o f the Rizzoli 
Institute, proposed to the Provincial Admin 
istration to restore the rooms o f the old 
Olivetart Library to their original use. He en 
trusted the work to be done to Cav. Augus- 
to Fusaroli, so that the rooms could be re 
stored to the way they were in the times of 
abbot Pepoli. And the great globe by the 
monk Rosini da Lendinara was put back in

its natural site. At that time there were 3,800 
volumes, 3,600 pamphlets, and 70 current 
periodicals, of which a lot in a foreign lan 
guage.5
After World War II had ended, the Library of 
Umberto I witnessed the continuing growth 
of its wealth of material and the number of 
its visitors. The visitor’s book holds the 
memory of all o f the personalities o f science 
that have been able to admire this place of 
study.6 The arrangement of the rooms has 
remained nearly unchanged from the day it
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The entry hallway to the Putti Donation.

was inaugurated in March 1922: the first 
room is used as an office by the staff, and it 
contains card-catalogues by author, cata 
logues, and dictionaries, and at the center, 
two plutei hold the most recent issues of 
journals subscribed to, as well as those re 
ceived free of charge or in exchange for the 
journal “La Chirurgia degli Organi di Movi- 
mento,” founded by Putti in 1917. The vast 
shelves of the central room hold part of the 
volumes and of the collections of the jour 
nals, and antique anatomical atlases be 
longing to the Putti Donation are exhibited 
on large lecterns.
The glass cases of the third room hold ob 
jects, surgical instruments that once be 
longed to Prof. Rizzoli, and to Prof. Codivil 
la, as well as a collection of antique medals 
and several sixteenth century texts with 
original binding that are a part of the Putti 
Donation, the 1899 Schulthess scoliosome- 
ter, and Prof. Banfo’s arthroscope.
Three rooms have recently been annexed. 
The first is decorated with antique furniture 
found in the Institute and it also holds the 
“visitor’s book” inaugurated on June 28, 
1896 by the Italian Royalty; the other rooms 
are used by the staff.
In 1994 the library contained 28,000 vol 
umes, 830 journals, of which 278 current 
ones.
The “Bibliografia Ortopedica,” a biblio 
graphic review founded by Prof. Putti and 
having the purpose of facilitating scholars 
in obtaining scientific data which up to the 
present could only be consulted on paper, 
has been substituted, to keep up with the 
times, by computerized research based on 
the use of optic disks produced by the Na 
tional Library of Bethesda containing the 
bibliographic data of the most important 
biomedical journals in the world.
Work is currendy being done so that Inter 
net will soon also be available allowing the 
student to further widen his or her horizons. 
And we, like the librarians before us, con 
tinue to accompany the ever-increasing 
number of guests to the library, that perfect 
ly and harmoniously reconciles past, pre 
sent and future.
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The Putti Donation
Vittorio Putti and his “Museum of the 
History of Medicine”

“My Scientific Library and its collections will 
become the property of the Rizzoli Institute 
so that scholars may make use of them. I ask 
that the words ‘Donazione Putti’ be written 
on the door to my Library.”7 
This is what the third director of the Rizzoli 
Institute wrote in his will. And his will was 
respected by the administrators after his 
death on November 1, 1940. On that mas 
sive, oblique, wooden door, nearly hidden 
to the right of the long corridor that leads to 
the Umberto I Library, along with the coats 
of arms of the Olivetans and his ex-libris, 
“Donazione Putti” can clearly be read.
The professor had personally and carefully 
seen to the furnishing of his study-library, 
because he wanted it to respond perfectly 
to his needs. Function, order and elegance 
transpire, principles that he considered to 
be essential in his life. He entrusted the 
work to Cav. Augusto Fusaroli, a master of 
wood carving and his precious collaborator 
in the orthopaedic shops, who finished the 
job between 1924 and 1925.
The “design” and the style, making excel 
lent use of each single space, may without a 
doubt be considered avante garde for the 
times. Everything was masterfully hidden 
from view: drawers for stationery, “viseur” 
for radiographs are fitted into the desk, the 
shelves on which books, letters, scientific 
material are kept are all hidden behind false 
columns. The card-catalogues, where 
Libero Ugolini, the personal librarian of the 
professor had classified all of the library ma 
terial by author and by subject, are mime- 
tized behind wooden doors that lead from 
the study to the corridor. Even the pam 
phlets, all 8,358 of them, have been inte 
grated into the whole, contained in elegant 
capsules in the shape of books. The simple 
walnut root shelves covering the walls hold 
rare manuscripts, incunabula, Putti’s best 
loved books, his diaries, the writings of his 
students, and the annals of journals that he 
owned. And this splendid decoration is

framed by the panorama of Bologna, a city 
so loved and honored by Putti, that may be 
viewed from the four windows that are ex 
quisitely a part of the setting.
It is in this study-library that the valiant sur 
geon would find refuge after an intense day 
of work in the operating room, out-patient 
clinic and wards.
Only a few elect between 1924 and 1940 
took the three steps at the end of the long 
corridor that led to the study; the story goes 
that access was even forbidden to the li 
brarian of the adjacent Umberto I Library. 
After the period of war in which the books 
had fortunately been located elsewhere, 
everything was put back where Putti had 
left it: the curious paperweight in the shape 
of a duck’s beak, the inkwell, the pen that 
he used to write 257 scientific works, the 
notes, the letters to family members and col 
leagues.
He himself tells us in his will how much it 
cost him in money, “my library that, includ 
ing the casing, that is, the shelves (all my 
property because they were built by me) I 
value at about a half million lire (cost price) 
(1930),” but the amount of time that he 
spent in the search for his precious trea 
sures cannot be calculated. And he does in 
deed think of them as his treasures, as testi 
fied to by the phrase by Fabrizio D’Ac- 
quapendente engraved in an architrave of 
his study: LUCRI NEGLECTI LUCRUM. 
Augusto Anzoletti, his intimate friend and 
confidante establishes the onset of Putti’s 
bibliophilia in the spring of 1904 when he 
himself recounts “stopping by chance at a 
book stand, Vittorio purchased for a few 
cents, a Celso, and, if I remember correctly, 
a Paolo d’Egina. How unwary! I did not 
imagine that in those two broken, shabby 
volumes was cherished the diabolical fire of 
the collecter, and I was certainly far from 
suspecting that they would be the first seed 
of a distinguished library.”8 
But the professor was not just a “collector”, 
he was also a historian, as affirmed by Prof. 
Bonola, his student.
“Each book, even if apparently of little val 
ue, was commented on and annotated with

rare skill: in these notes Putti summed up, 
on special cards (he respected the book too 
much to write in it), with his nervous and 
rapid writing...the history, the date, and the 
cost, the scientific importance in light of the 
most modern acquisitions, and a comment 
on the most important passages.9 
In some cases, he also inserted cut-outs 
from catalogues containing news on the 
edition or on the author. To purchase a par 
ticular volume, abandoning his numerous 
and pressing commitments in the Institute, 
he would use any means to get away so that 
he could participate in the auctions for the 
purchase of the precious treasure.
Delitala, his student and successor as Direc 
tor of the Institute, on his death in 1940 re 
calls: “When he came to visit me I would 
fool myself that he might visit my ward and 
give me some advice; but he never once 
spoke of orthopaedics; we would go and sit 
in the Florian to admire San Marco, then we 
would go to a small bookstore where Jew 
ish booksellers hid precious books that he 
would buy at any price. And this happened 
everywhere, whether he was at a meeting in 
Paris, in London, or in Berlin. He would re 
turn with his treasure, having left behind all 
of the money that he had earned with his 
profession.”10
What the possession of a book meant to 
him may be intuited from a letter sent in 
1929 to a Signora Ojetti, a friend of the fam 
ily, in which he told her that he had bought 
the miniated code of Surgery by Guy de 
Chauliac dated 1468, paying 49,000 Italian 
Lire.
“I saw it and fell hopelessly in love with it 
about fifteen years ago...After that it was lost 
from my sight, but I did not forget it. A per 
verse destiny wanted me to meet it again in 
Milan and this time, despite my white hair 
and experience, I allowed myself to be won 
over. Now I am happy to have it, here with 
me to smooth it, to caress it, to smell its sub 
tle fragrance, the ‘odor of the centuries.’ 
And inside it is the evil soul of an antique 
Master of my own art, with whom I speak, 
and from whom I expect inspiration and 
teaching.”11
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Putti in his study.

His friends, who knew of this passion, nour 
ished it with precious gifts. Augusto Anzo- 
letti, the unknowing creator of his destiny as 
orthopaedist,12 to whom he often asked for 
advice or comfort, gave him numerous rare 
volumes, subtracting funds from his meagre 
finances. In a letter dated February 14, 1936 
Putti affectionately scolded him.
The American neurosurgeon Harvey Cush 
ing, with whom the Italian orthopaedist had 
a close friendship, returning his esteem, 
presented him with a rare volume after Put 
ti substituted him for one week at the Peter 
Bent Brigham Hospital in Boston as Hon 
orary Chief Surgeon. In a letter to Signora 
Ojetti from Boston Putti commented:
“They recompensed me for the little I did 
with a precious gift, the rare edition of the 
Anatomia by Ambrogio Parea, presented to

me by Prof. Cushing on behalf of the entire 
surgical ‘Staff of the hospital: only a dear 
friend and a competent bibliophile could 
have so perfectly hit the target of my pas 
sion: I am repaid a thousand times for the 
sacrifice of this voyage.”13 
And it was from his library that he obtained 
the material he needed for the 26 publica 
tions of a historical nature among which the 
essay on Berengario da Carpi (of whom he 
was an enthusiastic biographer), containing 
the Italian translation of the De fractura 
calvaria sive cranei, printed in 1932.
As a true collector, he was not satisfied with 
the search for original works by past physi 
cians, adding bibliographic notes, he also 
searched for images in portraits (n. 743), ef 
figies in medals (n. 193), and the auto 
graphs of the most recent authors (n. 379).

Antique surgical instruments also interested 
him, and he put together a conspicuous col 
lection from the Roman age to 1800. Every 
thing that had anything to do with his pro 
fession interested him. The small room of 
the Donation holds two ivory mannequins 
(dated by Pedote, a historian of medicine, 
the end of the sixteenth century), rare 
portable pharmacies, antique microscopes 
and other precious objects.
Thus, his “Museum of the History of Medi 
cine” was bom, which today is available to 
students who may also consult printed cat 
alogues or publications where the collec 
tions existing in the library are described in 
detail.
But Putti himself could not have imagined 
that his bequest would have been limited to 
that which he with love and effort had col 
lected. His private correspondance with the 
most authoritative colleagues of the times, 
the reports of his trips, the “little black 
books” containing notes on his patients, 
have become a historical estate of ines 
timable value. And this material, too, cur 
rently being catalogued, will shortly be 
available to historians of medicine.
In recent times, someone, a lover like him 
of art of the past, tried to subtract precious 
material from the collection. In June 1981 a 
student used a blade to cut two xylogra 
phies contained in the Fasciculus Ketham 
dated 1493, the first illustrated book of med 
icine printed in Italy, and some of Vesalius’ 
panels. In October 1988 a would-be plastic 
surgeon stole the ivory mannequins lent by 
the Rizzoli Institute for one of the exhibi 
tions of the Ninth Centennial of the Univer 
sity of Bologna. In both cases the precious 
material was recovered, and it can now be 
admired by guests in the rooms of the Do 
nation. We like to imagine Professor Putti 
jealously watching over his “treasures”!
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Opposite
Two pages from Bartisch, the first text 
on opthalmology, Dresden 1583 (above), 
and an illumination from the manuscript 
by Guy de Chauliac.

Anonymous, XVIIth century, oil on canvas 
(Putti Donation).

Putti Donation, Vittorio Putti’s study.

Notes

1 The date in which the first Library of the Olivetan con 
vent was built is controversial. According to some au 
thors it would go back to the end of the fifteenth cen 
tury (G. Roversi, S. M ichele in B osco  [Bologna: 1966], p. 
26, G. Giordani, In d ica z io n i storico-artistiche delle  
cose spettanti a lia  Villa L egatizia d i S. M ichele in 
B osco  [Bologna: 1850], p. 24), while others indicate 
1517 (F. Malaguzzi Valeri, La ch iesa  e  il convento d i S. 
M ichele in  B osco  [Bologna: 18951, p. 33; A. Gatti, 5. 
M ichele in B osco  in B ologn a  [1896], p. 95.
2 In the “Archivi di Stato” of Bologna among the many 
documents that it preserves making up the Olivetan 
Archive is also a contract stipulated between the abbot 
Pepoli and the painters Canuti and Haffner for the fres 
coes in the Library (see F. Malaguzzi Valeri, La chiesa., 
pp. 77-80.)
3 G. Giordani, Ind icaz ion i, pp. 45-46.
4 In the corridors of the Institute are numerous inscrip 
tions recalling the visits of the most important guests 
that stayed in the monastery over the course of the cen 
turies (see U. Barberi, Le iscrizion i d i S. M ichele in 
B osco  [Bologna: 19291, p. 28).
3 For a detailed description of the Umberto I Library in 
the rooms of the ancient Olivetan Library see E. Gua- 
landi, “La Biblioteca di S. Michele in Bosco,” Bibliofil- 
ia, 24 (1922),127-129; V. Putti, “La Biblioteca Umberto
I dell’Istituto Rizzoli,” Chirurgia degli Organi di Movi- 
mento, 6 (1922), 109-118.
6 For an analysis of the most important foreign visitors 
to the Rizzoli Institute during the first half of the twen 
tieth century see A. Vigano, P. Tomba, C. Brillante, 
“Ospiti stranieri all’Istituto Rizzoli fra il 1920-1940,” 
C hirurgia degli O rgani d i  M ovimento, 80 (1995), 63- 
66.
7 The documents relative to the will of Prof. Putti are 
kept in the Archives of the Rizzoli Orthopaedic Insti 
tute.
8 A. Anzoletti, A lessandro Codivilla e  Vittorio Putti nel 
ricordo d i  un  loro con tem poraneo, (Bologna: 1954), p. 
1 2 1 .

’ A. Bonola, “II contributo di Vittorio Putti alia Storia 
della Medicina,” C hirurgia degli O rgani d i M ovimen 
to, 38 (1953), 9-43.
10 F. Delitala, “Per il LXX della Fondazione e il XXV del 
la scomparsa di V. Putti,” C hirurgia degli O rgani d i 
M ovim ento  (1967); special issue celebrating the 70th 
Anniversary of the Foundation of the Rizzoli Or 
thopaedic Institute: 27-33-
II A. Garosi, Vittorio Putti com e m i e  apparso  nelle sue 
lettere e  n el su o  d ia r io  n el d ecim o  a n n u a le  d ella  su a  
m orte  (1880-1940) (Firenze: 1950), pp. 4-5.
12 To this regard see A. Anzoletti, A lessandro Codivilla,
pp. 12-16.
13 A. Garosi, Vittorio Putti, p. 16.
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T h e  Sc h o o l  o f  M e d ic a l  Il l u s t r a t io n

Maria Acquaviva, Giliola Gamberini

B ooks on medicine and biology are 
accompanied by an immense graph 
ic production, without artistic ambi 

tion, but they are filled with detailed atten 
tion, research and the adaptation of graphic 
means; and the visual production relies on 
patience and methodicalness.
The effects of all of this work are many: “the 
verbal discourse would be more difficult if it 
were not accompanied by a well-ordered 
and functional block of tables that confirm 
and support its ability to be travelled; the 
images take on a substitutive function of the 
objects that they speak of, they are present 
ed as typical and exemplary.”1 Even when 
they are very realistic, they are in fact “built” 
deliberately to clearly expose those visual 
attributes on which the verbal discourse will 
be based.
The School of Medical Illustration trains its 
students for the work of the illustrator; more 
in general it prepares visual operators who 
can plan, choose, and catalogue any type of 
image for the illustration and documenta 
tion of scientific research and teaching. 
Since it was first instituted, the school has 
essentially been a laboratory for the Rizzoli 
Institute, one that is always open, where 
any illustration may be obtained, elaborated 
on, or commissioned.
This dual role, training and service, has been 
made possible by the reciprocally productive 
relationship developed over time between 
the school, the university departments, the 
hospital divisions, and the laboratories of the 
Codivilla-Putti Reseach Center. In addition to 
its institutional courses, the school includes 
practical guided activities and professional 
training, where students become more famil 
iar with the actual work of the illustrator; 
work is done for physicians who need to il 
lustrate their publications or talks; moreover, 
the school is available for work such as the 
planning of book covers, posters, folders, as 
well as revising, pagination, and the prepa 
ration of material for printing.
In this manner the students also acquire a 
precise professional identity, that is, an 
awareness of their role, and a technical abil 
ity that is clearly characterized.

If we look at the history of the school the 
first thing we must discuss is its function 
within Rizzoli over nearly half a century. 
Thus, not just a history of styles, techniques, 
materials, but also a history of the events of 
an institutional nature, an analysis of the de 
velopment of the school, of how it corre 
sponded to the requests made by its pro 
moters from its very origins, and which pro 
ductive needs it has answered to.
During his very first years at the Rizzoli In 
stitute, Vittorio Putti was the first to think of 
a service of medical illustration and of a 
school for the purpose of training illustra 
tors; the didactic organization and the ori 
entation of the school, in fact, reflects the 
experience of schools of medical illustra 
tion in the United States, that as early as at 
the beginning of the twentieth century 
could be referred to, and that Vittorio Putti, 
in his numerous voyages, was able to visit.2 
In those years the Rizzoli Institute was 
growing in importance, welcoming foreign 
doctors for specialty training courses, and it 
was one of the best-equipped hospitals in 
Europe. The photography department that 
documented its scientific activity was al 
ready at that time equipped with the photo 
graphic and cinematographic equipment 
required.
A service of medical illustration was meant 
to fill in where photography was not suffi 
cient, as in the description of surgical meth 
ods, or in all of those cases where a concept 
needed to be simplified and quickly ex 
plained.
Thus, it was Putti’s need to document his 
surgical techniques that led him to search 
for an illustrator to fulfill this profession; af 
ter several attempts he chose Remo Scoto, a 
young man who had recently graduated 
from the Academy of Fine Arts in Bologna, 
who corresponded with enthusiasm to Put 
ti’s requests, and who, under Putti’s guid 
ance, became one of the most well-known 
and sought-after illustrators in Italy.
Scoto began working at the Rizzoli Institute 
in 1924; he did illustrations for scientific 
meetings and for the entire scientific pro 
duction of the Institute, and he began to

stand out with his drawings so essential in 
line, and watercolors that even today are 
impressive because of the realistic treat 
ment of detail, the scrupulous attention to 
anatomical representation.
Although Putti was truly committed to pro 
viding a school of medical illustration for 
the institute, the project became a reality 
only when Putti was no longer there.
It was probably because of the real needs 
and the far-sightedness of those in charge of 
the Faculty of Medicine that an “indepen 
dent Academy for the teaching of Anatomi 
cal and Surgical Drawing was founded”; 
and that is how the project was presented 
by Raffaele Zanoli, director of the Depart 
ment of Orthopaedics, at the faculty meet 
ing of February 18, 1954.
Upon receiving the approval of the Faculty 
and of the Ministry the “Corso Superiore per 
il Disegno Anatomico-Chirurgico” was acti 
vated in 1955, the only one of its kind in 
Italy, within the Department of Or 
thopaedics, responsible for its direction.3 
The teaching was provided by several uni 
versity institutes, that today continue to pro 
vide teachers for courses on theory and 
practice: the Institutes of Anatomy, Com 
parative Anatomy, Pathologic Anatomy, 
General Surgery, and the Chair of the Histo 
ry of Medicine; Remo Scoto was its techni 
cal-artistic director.4
After nine years of activity, economically 
funded by the Ministry as well as by the 
Muncipal and Provincial Administrations, in 
1964 this course was transformed into the 
“Scuola di Disegno Anatomico” and be 
came a part of the “Scuole a Fini Speciali,” 
schools that provide professional training, 
of the University of Bologna. The constitu 
tion reads that the school shall “provide the 
scientific and artistic culture necessary to 
educate illustrators so that they become ca 
pable of representing the human forms in 
their specific static and natural dynamic 
functions, as well as following surgical op 
erations and representing their most specif 
ically relevant phases.”
To achieve these goals the school organiza 
tion has set up a two-year curriculum, en-
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On previous p ag es  
Remo Scoto at work.

Above
Chondrosarcoma, drawing by 
Remo Scoto reproduced in Folia  
osteopathica selecta, and 
exposure of the brachial plexus, 
drawing by M. Acquaviva.

Below
Access to the vertebral column, 
drawings by Remo Scoto 
reproduced in Folia  
orthopaedica.
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Ceramic hip arthroplasty, drawing
by G. Gamberini reproduced in Chirurgia
degli organ i d i movimento.

Representation of a hip joint prosthesis, 
from the Laboratory of Material Technology, 
directed by Prof. A. Giunti, processing 
by L. Comi.

rollment is by selection only, and atten 
dance is mandatory.
In the meantime, the medical image evolves 
with the progress made in medicine, and its 
development is at the same time inter 
twined with a more general development of 
technology, teaching, and means o f com  
munication.
Little by little illustration goes beyond the 
descriptivism that traditionally character 
ized it, welcoming functionalistic analysis; it 
goes on to explore more abstract levels o f 
schematization and to represent not only 
the form but also the structure, to show on 
ly that which needs to be seen, even sepa 
rately, set apart from the context.
The need for increasingly efficient collabo 
ration in addition to what was requested of 
the teaching led to a re-working of the cur 
riculum of the school at the end of the sev 
enties.
An attempt was made to associate the analy 
sis of instruments and materials available to 
the illustrator and their practical experimen 
tation, with an in-depth analysis of the rela 
tionship between level o f schematization 
and corresponding rate o f information.
A more rational approach to illustration was 
also searched for, freeing it from the ap 
proximation of inuitionism, to arrive at the 
determination of an illustration by travers 
ing several phases, taking into account con 
tents, form, function, and recipient.
In 1985, the Board of Education drew up a 
new curriculum establishing a three-year 
course, and reorganizing the subjects so 
that they were more complete and organic. 
The subjects taught during the first year,5 of 
an introductory nature, also contribute to 
evenning out the different backgrounds of 
the students; the forms of normal human 
anatomy are introduced, and theoretical 
and technical courses develop the study of 
the patrimony of illustrations; techniques of 
graphic representation of anatomical speci 
mens, the multiple and specific features of 
which are analyzed, are also taught.
The learning of the various technical proce 
dures is still very effective in the school, as 
it allows for the development o f a profes-
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sionality without which only incompetence 
and improwisation are produced. In con 
sideration of the fact that these techniques 
are generally new to the students, the prob 
lem of technique is introduced before it is 
actually experienced, with the illustration of 
its historical and aesthetic development 
through the work of the best illustrators, 
stressing features, possibilities, and limits. 
The technique of photography is also 
taught; training of vision is taught and the 
fact that the technique requires planning is 
also emphasized: the image is brought 
about by a series o f operative phases, in 
cluding planning and organization.
With the development of a course on anato 
my that is more and more complete and in- 
depth we have at the same time been able 
to obtain more satisfactory results in the 
anatomical drawing of the students. Room 
has been given to a course on Histology and 
Cytology and Histological Design. Thus, 
alongside illustrations o f macroscopic 
anatomy, the representation of tissues with 
observation under an optic microscope is 
initiated; we have thus gone from the 
schematization of ultrastructures to the use 
of electron microscopy.
During the second y ear6 problems related to 
the visualization of subjects of pathologic 
anatomy are dealt with, with particular inter 
est in the relationship between etiopatho- 
genesis and anatomo-pathologic transfor 
mation. A vaster course on Comparative 
Anatomy has been introduced, integrated by 
practical work on specimens, providing a 
basis for work in publishing for educational 
purposes.
During the third year 7 problems relative to 
the visualization of surgical techniques are 
dealt with: the students sit in on operations 
and learn to illustrate the most important 
phases o f surgery.
What the students are asked to do is impor 
tant for the development o f their critical and 
methodological abilites, unrelated to indi 
vidual experience, serving as a basis for any 
type of work that they might have to do in 
the future.
Over the years the school has also worked

with similar schools located throughout Eu 
rope;8 it has organized educational trips to 
visit laboratories, museums, and to partici 
pate in meetings;9 it has also organized and 
participated in international exhibits on 
medical illustration.10
Even if the cultural project that is at the ba 
sis of the new constitution has been in effect 
since 1991, it is not very different from that 
hypothesized from the very beginning of 
the institution of the school, and it is impor 
tant to emphasize that the increase in the 
number of subjects taught and in the tech 
nical work done as related to computer sci 
ence, guarantee the training of a technician 
capable of using new instruments, too.
With a view to the radical transformation of 
means of mass communication, in which 
the ability to illustrate has been reinterpret 
ed and re-elaborated, a professional figure 
with specific abilities capable of managing 
multimedia computerized systems, will be 
come more sought-after, not only within the 
hospital, but for the acquisition, the pro 
cessing and the filing of data, information 
and images.

Notes

1 M. Massironi, Vedere con  il disegno. (Murzio, 1982), 
p. 51.
2 In 1911 the first School of Medical Illustration in North 
America was founded at the Johns Hopkins University, 
Baltimore, Maryland, run by Max Brodel. In 1921 an 
other school was founded at the University of Illinois, 
Chicago, run by Thomas Jones.
5 The directors of the school have been: Prof. R. Zano- 
li, Department of Orthopaedics (1955-1968), Prof. M. 
Paltrinieri, Department of Orthopaedics (1968-1974), 
Prof. L. Coppini, Institute of Anatomy (1974-1987), 
Prof. A. Giunti, Department of Orthopaedics (since 
1987).
1 Remo Scoto taught until 1965, the year of his death; he 
was substituted in 1965 by Maria Acquaviva, and in 
1974 Gigliola Gamberini also began to teach illustra 
tion.
5 The subjects taught during the first year are: Normal 
Human Anatomy I, Anatomical Drawing I, Cytology 
and History, Historical Evolution of Anatomical Art, 
Techniques and Methods of Medical Illustration, Pho 
tographic and Audio-Visual Techniques.
6 The subjects taught during the second year are: Nor 
mal Human Anatomy II, Anatomical Drawing II, Com 
parative Anatomy, Radiologic Anatomy, Institutions of

General Physiopathology, Pathologic Anatomy, Anato 
mo-pathologic Drawing, Surgical Pathology and Surgi 
cal Technique (B), Scientific English.
7 The subjects taught during the third year are: Topo 
graphical Anatomy, Anatomical Drawing III, Surgical 
Pathology and Surgical Technique (B), Surgery of the 
Locomotor Apparatus, Surgical Drawing, Anatomical 
Model-Making.
8 Ecole Superieure Estienne des Arts et Industries 
Graphiques, Paris, Ecole des Arts Decoratifs, Stras 
bourg, Kunstgewerbeschule, Zurich, Zentralstelle Fur 
Praparationstechnik University of Ruhr in Bochum.
9 Museum of the History of Medicine, Ingolstadt, 
Deutsches Hygiene-Museum in Dresden, Museum of 
the Institute of Anatomy in Strasbourg, Munich, Inns 
bruck, Vienna, Montpellier, Urban and Schwarzem- 
berg Publishers in Munich.
10 Exhibits organized for the “Journees Internationales 
de (Illustration Medicale” by AIEMS: Strasbourg 
(1985), Reading (1986), Strasbourg (1987), Bologna 
(1988), London (1989), Paris (1990), Zurich (1991), 
Taormina (1992), Strasbourg (1994), Cambridge 
(1995).
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Appe n d ix

P erm anent a n d  tem porary adm in istration s  
o f  the R izzoli Institute

P erm anent adm in istrations

M a r c h  1896 - President: Col. Rodolfo Silvani. B o a rd  
m em bers: Aw. Luigi Cicognari, Ing. Francesco Monta- 
nari, Aw. Giovanni Bellini, Conte Filippo Bosdari.

N o v e m b e r  1898 - President: Col. Rodolfo Silvani. B o a rd  
m em bers: Aw. Luigi Cicognari, Aw. Giovanni Bellini, 
Conte Filippo Bosdari, Aw. Giuseppe Bacchelli.

D e c e m b e r  1901 - President: Col. Rodolfo Silvani. B o a rd  
m em bers: Aw. Luigi Cicognari, Aw. Giuseppe Bellini, 
Aw. Giuseppe Bacchelli, Ing. U. Melloni.

J u n e  1903 - President: Col. Rodolfo Silvani. B o a rd  
m em bers: Aw. Riccardo Stagni, Dr. Giovanni Lodi-Fe.

N o v e m b e r  1906 - President: Col. Rodolfo Silvani. B o a rd  
m em bers: Aw. Riccardo Stagni, Aw. Giuseppe Bac 
chelli, Dr. Giovanni Lodi-Fe, Ing. Augusto Pelliccioni, 
Adolfo Calzoni.

F e b r u a r y  1907 - President: Avv. Giuseppe Bacchelli. 
B o a rd  m em bers: Aw. Riccardo Stagni, Dr. Giovanni 
Lodi-Fe, Ing. Augusto Pelliccioni, Adolfo Calzoni.

J u l y  1908 - President: Aw. Giuseppe Bacchelli. B o a rd  
m em bers: Aw. Riccardo Stagni, Ing. Augusto Pellic 
cioni, Adolfo Calzoni, Conte Mario Venturoli Mattei. 

M a r c h  1912 - President: Aw. Giuseppe Bacchelli. 
B oard  mem bers: Aw. Riccardo Stagni, Conte Mario 
Venturoli Mattei, A. Minghetti, Ing. Luigi Rizzoli. 

S e p t e m b e r  1914 - President: Aw. Giulio Zanardi. B o a rd  
m em bers: Rag. Mario Piazza, Armando Dotti, Dr. 
Giuseppe Badiali, Prof. Giuseppe Vanini.

F e b r u a r y  1920 - President: Prof. Ettore Bidone. B o a rd  
m em bers: Dr. Giuseppe Badiali, Aw. Ernesto de Mag- 
gi, Rag. Mario Piazza, Prof. Giuseppe Vannini.

Ap r i l  1923 - President: Prof. Giovanni Pini. B o a rd  
m em bers: Camillo Azzurri, Prof. Benedetto Schiassi, 
Aw. Claudio Sinigaglia, Aw. Giovanni Roversi. 

F e b r u a r y  1924 - President: Prof. Giovanni Pini. B o a rd  
mem bers: Aw. Giovanni Roversi, Aw. Claudio Sini 
gaglia, Ing. Alfredo Calzoni.

M a r c h  1934 - President: Aw. Carlo Buttafuochi. B o a rd  
mem bers: Ing. Antonio Pedrazzi, Ing. Carlo Gandolfi, 
Aw. Alfredo Pondrelli, Dr. Mario Fanti.

J a n u a r y  1938 - President: Aw. Carlo Buttafuochi. 
B o a rd  m em bers: Ing. Antonio Pedrazzi, Ing. Carlo 
Gandolfi, Dr. Mario Fanti, Aw. Alfredo Pondrelli. 

J a n u a r y  1939 - President: Aw. Carlo Buttafuochi. 
B oard  m em bers: Prof. Raffaele Paolucci, Aw. Dino 
Bolognini, Comm. Umberto Capelli, Dr. Mario Fanti.

D e c e m b e r  1939 - President: Aw. Carlo Buttafuochi. 
B oard  members: Aw. Dino Bolognini, Ing. Vittorio Stan- 
zani, Comm. Giuseppe Caliceti, Ing. Luigi Donzelli. 

J a n u a r y  1948 - President: Ing. Giorgio Melloni. B o a rd  
m em bers: Prof. Oliviero Mario Olivo, Aw. Mario Prot- 
ti, Ottorino Guidi, Alfredo Merli.

D e c e m b e r  1951 - President: Clodoveo Bonazzi. B o a rd  
m em bers: Geom. Luigi Civolani, Claudio Melloni, Ge- 
om. Leo Mezzetti, Prof. Oliviero Mario Olivo.

A u g u s t  I960 - President: Prof. Felice Battaglia. B o a rd  
m em bers: Prof. Oliviero Marco Olivo, Aw. Amaldo 
Bartolini, Prof. Enrico Bassanelli, Dr, Pietro Bertusi, 
Dante Stefani, Dr. Emilio Vivaldi.

J u l y  1962 - President: Aw. Amaldo Bartolini. B o a rd  
mem bers: Prof. Oliviero Mario Olivo, Roberto Campi, 
Aw. Cesare Scota, Dante Stefani.

M a y  1970 - President: Aw. Amaldo Bartolini. B o a rd  
m em bers: Aw. Cesare Scota, Elio Bragaglia, Dr. Carlo 
Coniglio, Prof. Antonio Faggioli, Attilio Milani, Prof. 
Lucio Montanaro, Dr. Guglielmo Principi, Sostene 
Spettoli.

F e b r u a r y  1973 - President: Aw. Amaldo Bartolini (sub 
stituted by Giorgio Colliva).' B o a rd  m em bers: Elio Bra 
gaglia (substituted by Giorgio Sabbi), Prof. Antonio 
Faggioli, Comm. Domenico Landi, Attilio Milani, Prof. 
Lucio Montanaro, Dr. Eugenio Nasoni (substituted by 
Dr. Rino Brighetti substituted by Rag. Malvino Mariani), 
Dr. Guglielmo Principi, Sostene Spettoli (substituted by 
Dr. Athos Tolomelli, substituted by Remo Pizzi). 

A u g u s t  1976 - President: Giorgio Colliva. B o a rd  m em  
bers: Giorgio Sabbi, Remo Pizzi, Prof. Antonio Faggioli, 
Comm. Domenico Landi, Rag. Attilio Milani (substitut 
ed by Rag. Gabriele Cantelli), Prof. Lucio Montanaro, 
Dr. Guglielmo Principi (substituted by Dr. Carlo 
Hanau), Rag. Malvino Mariani.

J u l y  1979 - President: Giorgio Colliva. B o a rd  m em bers: 
Remo Pizzi, Rag. Gabriele Cantelli, Dr. Carlo Hanau, 
Comm. Domenico Landi, Rag. Paolo Malaguti, Rag. 
Malvino Mariani, Prof. Lucio Montanaro, Pierluigi Ste- 
fanini.

O c t o b e r  1980 - President: Prof. Lucio Montanaro. 
B o a rd  m em bers: Rag. Gabriele Cantelli, Dr. Carlo 
Hanau, Giorgio Colliva, Rag. Paolo Malaguti, Remo 
Pizzi, Pierluigi Stefanini, Comm. Domenico Landi. 

O c t o b e r  1982 - President: Prof. Francesco Antonio 
Manzoli. B o a rd  m em bers: Dr. Giancarlo Muccio (sub 
stituted by Dr. Giuliano Paulin), Rag. Gabriele Cantel 
li, Dr. Grassi Aldrigo (substituted by Dr. Mauro Mariot- 
ti, substituted by Stefano Grossi), Prof. Natalino Guer- 
nelli, Dr. Umberto Lancioni (substituted by Dr. Carlo 
Monti), Aw. Roberto Miniero, Dr. Alessio Puletti, Dr. 
Emilio Rebecchi (substituted by Franco Nanni), Prof. 
Antonio Rossi.

S e p t e m b e r  1991 - President: Gianfranco Ragonesi. 
B o a rd  m em bers: Dr. Franco Buzzi, Dr. Gianluigi Magri, 
Dr. Paolo Marcheselli, Mauro Moruzzi, Dr. Guglielmo 
Principi, Tiberio Rabboni, Dr. Emilio Rebecchi, Aw. 
Riccardo Rosetti, Prof. Fabio Alberto Roversi Monaco.

Tem porary adm in istration s
15.4.1921 - 17.4.1923: p rov ision a l adm in istrator: Gio 
vanni Bellini.
F r o m  M a y  t o  D e c e m b e r  1926: p rov ision a l ad m in istra  
tor: Aw. Ubaldo Bellini.
F r o m  D e c e m b e r  1926 t o  M a r c h  1934: p ro v is ion a l a d  
m inistrator: Aw. Umberto Turchi.
F r o m  J u l y  1943 t o  M a y  1944: p ro v is ion a l adm in istra  
tor: Dr. Carlo Leo.
F r o m  M a y  1944 t o  A u g u s t  1945: p rov ision a l ad m in is  
trator: Dr. Dante Di Vita.
F r o m  A u g u s t  1945 t o  J a n u a r y  1948: p rov ision a l a d  
m inistrator: Ing. Giorgio Melloni.
12.11.1955 - 1.8.1960: p rov ision a l adm in istrator: Dr. 
Gioacchino Boglich.

P rovisional adm in istrators
31.12.80 - 30.6.81 - Dr. Montanaro Lucio.
1.7.81 - 5.10.82 - Dr. Muccio Giancarlo 
8.11.89-15.9.91 - Dr. Santoro Raffaele 
8.4.94 to the present - Prof. Ardigo Achille

R izzoli Institute M an agem en t

M anaging directors  
1897-1916 - Rag. Triggia Aldo 
1917-1932 - Rag. Collina Gaetano 
1932-1963 - Rag. Zoboli Secondo
1963-1965 - Dr. Stoppa Umberto
1965-1975 - Dr. Bemardi Renato 
1975 to the present - Prof. Ricci Leonello

M edical corps

H ealth m an agers
1963-1989 - Prof. Benassi Vittorio
1989-1990 - Dr. Caroli Giancarlo ( a d  interim )
1990-1995 - Dr. Cacciari Paolo

1995 - Dr. Borrelli Anna Maria ( a d  interim)
1995 to the present - Dr. Pieroni Giovanni (substitute)

Scientific m an agers
1982-1989 - Prof. La Placa Michele
1989-1995 - Prof. Marchetti Pier Giorgio ( a d  interim)
1995 to the present - Prof. Campanacci Mario

D irectors a n d  P hysicians
1897-1898 - Prof. Panzeri Pietro
1899-1911 - Prof. Codivilla Alessandro
1912-1940 - Prof. Putti Vittorio
1941-1953 - Prof. Delitala Francesco
1954-1967 - Prof. Zanoli Raffaele
1969-1975 - Prof. Paltrinieri Mario
1976-1983 - Prof. Gui Leonardo
1976-1982 - Prof. Ranieri Luigi
1976 to the present - Prof. Campanacci Mario
1983 to the present - Prof. Marchetti Pier Giorgio
1987 to the present - Prof. Giunti Armando
1995 to the present - Prof. Giannini Sandro

L aboratory  m an agers
o f  the Codivilla-Putti R esearch  Institute

1988 to the present - Prof. Maraldi Nadir Mario (cellu 
lar biology and electron microscopy); Prof. Facchini 
Andrea (immunology and genetics); Prof. Giardino 
Roberto (experimental surgery); Prof. Marchetti Pier 
Giorgio (biomechanics); Prof. Campanacci Mario (on 
cological research); Prof. Giunti Armando (materials 
technology); Prof. Pizzoferrato Arturo (biocompatibili 
ty of implant materials).

H ea d  p h y sic ian s o f  the R izzoli O rthopaedic Institute 
1952-1954 - Prof. Pais Carlo
1964-1967 - Prof. Zanoli Raffaele
1964-1987 - Prof. Perricone Gaspare
1965-1983 - Prof. Gui Leonardo
1965-1988 - Prof. Ruggieri Francesco
1966-1989 - Prof. Dal Monte Alessandro
1968-1979 - Prof. Boccanera Luciano
1969-1975 - Prof. Paltrinieri Mario
1982 to the present - Prof. Ciuccarelli Costante
1987 to the present - Prof. Fontanesi Giorgio
1988 to the present - Dr. Bilotta Teresa Wanda
1988 to the present - Prof. Zinghi Gianfranco
1989 to the present - Prof. Valdiserri Loris
1990 to the present - Dr. Gualtieri Gualtiero 
H ea d  phy sic ian s a n d  m an agers
o f  the Services o f  the R izzoli O rthopaedic Institute

A n aesthesia  a n d  rean im ation
1968-1989 - Prof. Urso Luciano
1988 to the present - Dr. Caroli Giancarlo (Service I)
1989 to the present - Dr. Zanoni Antonio (Service II) 

R adiology
1969-1988 - Prof. Monetti Carlo 
1973-1992 - Prof. Chianura Gerardo 
1989 to the present - Dr. Monti Carlo

Em ergency
1982-1988 - Prof. Ciuccarelli Costante 

L aboratory  Analysis
1969 to the present - Prof. Pizzoferrato Arturo

In tern al p h a rm a cy
1968-1989 - Dr. Mascagni Pietro
1989 to the present - Dr. Strazzari Sergio

Im m u n oem atology  a n d  transfusions
1988-1991 - Dr. Chesi Rina
1994-1995 - Prof. Brillante Carlo (in charge)
1995 to the present - Dr. Fomasari Pier Maria

Spine surgery
1991 to the present - Dr. Parisini Patrizio

G enera l m ed icin e
1970-1985 - Prof. Orlandi Gianni 
1985 to the present - Prof. Figus Efisio
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In d e x  o f  n a m e s

Acquaviva Maria 282 
Adamson 267 
Agostino, saint 18 
Albani Francesco 185, 203 
Albee 144, 146, 148 
Albertinelli 72 
Alberto, saint 205 
Albertoni 137 
Aibini Alessandro 84, 190 
Albomoz Egidio 18, 19 
Albucasis 239 
Alciati 169
Aldobrandini Giovanni Francesco 30 
Aldobrandini Silvestro 30 
Aldrovandi 31
Alexander V (Pietro Filargio), pope 21 
Alexander VI (Rodrigo Borgia), pope 22, 24, 25 
Algardi Alessandro 34, 102, 191, 219 
Allgover 148
Aloisi Baldassarre, il Galanino 89, 190, 208, 211
Alpers Svetlana 156
Amat Luigi 39
Anderloni Faustino 235
Andrea da Como 66
Andrea del Sarto 76
Antonino, saint (bishop of Florence) 21
Antonio da Bologna, monk 153
Antonio da Budrio 99
Antonio da Venezia, monk 103, 159
Anzoletti Augusto 127, 140, 274, 275
Aperlo Giovanni 251
Appiani Francesco 165
Arcangeli Francesco 83, 86
Aretino Giorgio 169
Aretusi Cesare 80
Ariosto Ludovico 203
Armenini G.B. 167
Amaud Lorenzo 252-254
Arrigucci Fabrizio 102
Arzellati Ottavio 181, 182
Ascoso: see Malvasia Carlo Cesare
Aselli Gaspare 230
Askanazy 144
Aspertini Amico 71, 72, 76, 103, 159, 168, 269
Axhausen 144
Azzolini Tito 108, 109, 120

Bacchelli Giuseppe 50, 52, 110,120, 121,127,135, 243
Bader Luigi 134, 137, 140
Baciccio 94, 98
Baglione Giovanni 204
Baglione Cesare 29, 71, 80
Bagnacavallo (Ramenghi Bartolomeo) 72, 73, 76, 103, 

103, 162 
Baldi, brothers 52
Banchieri Adriano 32, 175, 176,179, 181, 182,193, 200
Banchieri Benedetti 181
Bandinelli Baccio 76, 100, 169
Banfo 273
Banting 143
Barber 144
Barberi 52
Barberini Antonio 32, 33 
Barberini Carlo 32, 33
Barbieri Giovanni Francesco (Guercino) 71, 88, 94, 

95, 102, 203, 208, 210 
Barelli Pietro Maria 176 
Barocchi Paola 77, 167, 170, 172, 173 
Baroni 134 
Bartisch Georg 239 
Bartoli Daniello 197 
Bassano Cesare 230

Bastelli Rinaldo 249 
Beatrizet Nicola 230 
Beccafumi 82, 196
Beccuti Francesco (Coppetta) 156, 157
Becerra Gaspare 230
Bedini Gaetano 39, 40
Bellonci Maria 153
Bellori Giovan Pietro 185
Belluzzi Raffaele 47
Benacci 30
Benedetto da Bologna 213 
Benedict XIII (Pedro de Luna), pope 21 
Bentivoglio, family 21, 22, 24, 25 
Bentivoglio Anton Galeazzo 22 
Bentivoglio Eleonora 22 
Bentivoglio Giovanni II 22, 24, 25 
Berend 259
Berengario 0acopo Barigazzi) da Carpi 137, 229, 239, 

275
Bergognone (Ambrogio da Fossano) 89
Bernardi Giuseppe 108, 120
Bemardini Carla 76
Bernardino 160
Bernardoni Eugenio 110
Bemetti Tommaso 39
Bemieri 235
Bernini Gian Lorenzo 94
Berrettini Pietro (da Cortona) 92
Best 143
Bibiena, cardinal 26 
Bidelli Giovan Battista 235 
Bidloo Gottfried 235 
Blaeu 55
Bloteling Abraham 235 
Bodmer H. 86 
Boiou 241
Bonaparte Napoleone 37, 38, 269
Boncompagni, cardinal 37
Bonelli Aurelio 84, 104, 176, 179, 190
Bonfiglioli (collection) 207
Bonfiglioli Silvestro 211
Boniface IX (Pietro Tomacelli), pope 21
Bonola A. 274
Borbone di Vendome Carlo 17, 28
Borelli Giovanni Alfonso 235
Borghese Giovanni 76
Borgia Cesare (il Valentino) 22, 24
Bornini Pietro 223
Borromeo Carlo, saint 204, 205
Bosch 168
Boselli Emilio 120
Bottari Gaetano 191
Bottrigari Enrico 39, 40, 42-44
Bottrigari Giacomo 32
Bozemann 241
Brailsford 144
Briganti G. 80
Britten F.J. 153
Brizio Francesco 83, 190, 205
Brodel Max 282
Bruce Gill A. 143
Bnmelleschi Filippo 162
Brunelli Gabriele 50, 102, 118
Brunschwig Hyeronimus 239
Brusa G. 153
Buffetti Pietro 42
Bunnel 148
Buonavoglia 208
Buratti Giovanni 205, 211
Buratti Giovanni Paolo 211
Buratti Matteo Giuseppe 211
BurckhardtJ. 167, 168
Burrini 98

Cabitza 141 
Caldora Giovanni 21 
Calindri Serafino 32 
Callido Gaetano 178 
Calvaert Denis 71, 80, 86 
Calve 144
Calvesi M. 86, 98, 207 
Calvi Jacopo Alessandro 84, 88, 191 
Campana Tommaso 84, 190 
Campeggi Alessandro 26 
Campeggi Lorenzo 26, 27 
Canani Giovan Battista 229 
Canetoli, family 21

Canevazzi Silvio 244 
Canini Giovan Angelo 104 
Canisio Egidio da Viterbo 26 
Canniggia G. 64 
Canonici 50 
Cantarini 99
Canuti Domenico Maria 69, 85, 88, 92-98, 102, 104.

105, 213, 216-219, 221, 269, 277 
Capparoni Pietro 251 
Caprioli Aliprando 191 
Caraffa 35
Caravaggio: see Merisi Michelangelo
Carbonelli Giovanni 251
Carducci Giosue 49, 137
Carli Enzo 201
Carlo IV, duke di Parma 42
Carlo Emanuele I di Savoia 31
Carlo Emanuele III, king of Sardinia 36
Carlos III, King of Spain 34-36
Caro Annibal 17, 27, 28
Carracci 34, 49, 50, 80, 82, 83, 84, 107, 176, 181, 196, 

197, 210, 221, 222, 269 
Carracci Agostino 84, 196
Carracci Annibale 82-85, 103, 104, 185, 190, 196, 208, 

269
Carracci Ludovico 29, 69, 71, 82-86, 88, 89, 94, 95, 98, 

103, 104, 185, 186, 190, 191, 203-205, 208 
Carracci Paolo 84, 190 
Casalini 244
Casanova Achille 50, 110, 172 
Cassarini 121, 123 
Casseri Giulio 230 
Catenacci V. 252, 253 
Cattaneo 251
Cattani Clemente Valeriano 30, 33
Cavalier d’Arpino 82, 196
Cavedoni Giacomo 84, 86, 94, 95, 190
Cavour, Camillo Benso count of 44, 269
Cecco Bravo 98
Celsi Lorenzo 29
Celso 239, 240
Cesi Bartolomeo 82, 85, 86, 196, 203 
Cessner Carl J. 241 
Cevenini Bamaba 269 
Cevolani 244 
Chain 143
Charles V, emperor 26, 153, 157 
Chamley 148 
Charriere 241 
Chassaignac 241 
Chazal 235
Cheselden William 235 
Christian 144 
Cialdini 44 
Cicognari 249
Cignani Carlo 69, 88, 89, 92, 94, 95, 98, 221, 269
Cintin 181
Cipri Paolo 175
Cipri Agostino 175
Cipriano da Verona 77, 169
Civiale 241
Claudiano 30
Clement VII (Robert of Geneva), pope 26, 77, 153, 169 
Clement VIII (Ippolito Aldobradini), pope 17, 29, 30, 

32, 100
Clement IX (Giulio Rospigliosi), pope 33 
Cochin Charles Nicolas 83
Codivilla Alessandro 52, 127, 128, 131, 134, 135, 137- 

140, 146, 148, 241, 243, 257, 259, 267, 273 
Coli 219 
Collamarini 127 
Colombo Aldo 201
Colonna Angelo Michele 86, 88, 89, 95, 99, 104, 105, 

221-223, 227 
Colonna Antonio: see Dal Como Antonio 
Colonna Giovanni Paolo 176 
Colonna Oddo 21 
Colonna Vincenzo 176 
Confalonieri 118 
Coonse 147 
Coppini L. 282 
Corbetta Fedele 201 
Coronedi 137 
Correggio 88, 89, 94, 96, 98 
Corsini 35 
Cortes 144
Cosimo III of Tuscany 34
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Cospi Ferdinando 34
Cossa Baldassarre: see Giovanni XXIII, antipope
Coypel Noel 88
Cowper William 235
Cremonini Gian Battista 80
Crespi Giuseppe Maria 221
Crespi Luigi 94, 98, 99, 213
Creti Donato 210
Crick 143
Crispi Francesco 49
Cristina of Sweden, queen 33, 34
Cristofano dal Borgo 169, 170, 172, 173
Cromer 235
Crutchfield 147
Cruveilhier Leon J.B . 235
Cungi Battista 76, 170, 172
Curti Girolamo (il Dentone) 86, 222, 223, 227
Cushing Harvey 275

Dacci Francesco 178
D’Acquapendente Fabrizio: see Girolamo Fabrici d’Ac- 

quapendente 
Dahlin 144
Dal Como (Colonna) Antonio 176, 178 
Daniele da Volterra 80 
Danis 148
d’Arcoli Giovanni 240 
de Chauliac Guy 239, 240, 274 
de Fieschi Lodovico 21 
de Foix Gaston 25 
De Gregoriis, brothers 229 
de Ketham Johannes 229 
de Lairesse Gerard 235 
De Lapeyronie Frangois G. 241 
Delitala Francesco 137, 141, 143, 148, 244, 248, 249, 

274
de’ Liuzzi Mondino 229 
Della Croce Giovan Andrea 239 
della Porta Bartolomeo 72 
della Quercia Jacopo 69, 99, 100 
della Volta Bartolomeo 27 
del Monte Giovanni Maria 27, 28 
De Marchi 141 
De Marchi Agostino 103 
Dentone: v. Curti Girolamo
de’ Ramazzotti Armazzotto 22, 24-26, 100, 102, 160
De Sanctis Francesco 143
Diamond Hugh Welch 257
Diolaiti Martino 103
di Rudini Antonio 52
Domagk 143
Domenichino (Zampieri Domenico) 94, 99, 104, 196
Domenico, monk 60
Donati Mario 138
Donne Alfredo 167
Doria Giorgio 37
Dorigny 105
Dotti Francesco 176
Dotti Giovanni Paolo 102
Draper John 267
Dryander Johann Eichmann 229
Dubois 241
Dujardin 241
Dupuytren 241
Duquesnoy 89
Diirer Albrecht 170, 172
Dwyer 148

Egidio di Lobia 99 
Eijkman 143
Emanuele Filiberto di Savoia 31
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Enneking 148
Enzinger 144
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Fabbri 137, 241 
Fabbri Agostino 49 
Fabbri Giovanni 84, 191
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249, 274

Facchetti Giovanni Battista 175, 176, 178, 179
Facchinetti Lodovico 32
Faccini Pietro 203
Faccioli Antonio 110
Facco Agostino 182
Falcini Domenico 235
Falucci Adelmo 269
Fanti Manfredo 44
Fantuzzi G. 26, 219
Famese, family 33
Farnese Alessandro 28
Famese Ferrante 29
Famese Pier Luigi 27
Fava Placido 186
Feinblatt Ebria 95, 227
Ferdinand II, emperor 32
Ferdinando II, grand duke of Tuscany 34
don Ferdinando, Infante of Spain, duke of Parma 37
Ferdinando d’Austria, archduke 32
Fergusson 241
Ferrari Giulio 47
Ferrari Severino 137
Ferretti Alessandro 47
Ferretti Massimo 159, 162
Filippi 131, 141
Filippo V, king 34
Fioravanti Baraldi A.M. 76
Fiore Hermann 170
Fiorini Gabriele 80
Fiorini Pietro 29, 31, 66, 67, 185
Fiorini Vittorio 47
Fleming 143
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Florey 143
Foerster 135
Fontana Lavinia 71
Fontana Prospero 80, 172, 173, 203
Foratti 73
Formigine Andrea 69 
Foucault Leon 267 
Fracassi Giovan Battista 221
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203-205, 207, 208, 210, 211 
Francesco IV, duke of Modena 39 
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Francia Giacomo 72, 76, 235
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93, 103, 153, 154 
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Frederick William of Prussia 40 
Frei 235 
Fricke 241 
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Furini 98
Fusaroli Augusto 219, 244, 248, 249, 269, 272, 274 
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Galilei Galileo 143 
Gallotti Clemente 110 
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Gandolfi Gaetano 84, 191 
Garangeot 240
Garbieri Lorenzo 83, 84, 85, 94, 95, 104, 190
Garelli Tommaso 103
Garibaldi Giuseppe 134, 241
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Garrett 241
Gatti Filippo 176, 178
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Gelli 244
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173, 219 
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Gigli 241
Gilberto Pio da Carpi 22
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Gioannetti, cardinal 37
Giordani Gaetano 26, 34, 93, 94, 96, 269
Giordani Pietro 73
Giordano 93
Giovanni Battista da Imola 103
Giovanni da Modena 71, 72, 103
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Giovanni da Scandello 103
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Goldthwait 144
Gomez Anna 203
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Gonzaga Ferdinando 32
Gonzaga Francesco 31
Gozzoli Benozzo 71
Grassellini Gaspare 40
Grassi Paride 24
Greco Gianfranco 248
Gregory X (Teobaldo Visconti), pope 18
Gregory XII (Angelo Correr), pope 21
Gregory XTV (Nicolo Sfondrati), pope 29
Gregory XV (Alessandro Ludovisi), pope 32
Griffoni Matteo 18
Grimaldi 49
Grimaldi G., father 80
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Gross 241
Grosse 148
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Guadagnini Anacleto 47
Guercino: see Giovan Francesco Barbieri
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Guerrini Guido 137, 178
Gui L. 141
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Guidicini G. 38
Gustav of Sweden, king 33
Guyon 241

Haffner Giovanni Enrico 96-98, 105, 213, 217-219, 
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Hand 144 
Harrington 148 
Heister 241 
Hibbs 146 
Hill 267 
Hoffa 243 
Hoffmann 147

Ilizarov 148
Ippolito da Roma, monk 210 
Isabella di Savoia 31

Jacobsen E. 73 
Jaffe 144 
Jobert 241
John XXIII (Baldassarre Cossa), antipope 19-21 
Jones Thomas 282 
Joseph II, emperor 37 
Judet 148
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Kampf 148 
Karl VI of Austria 36 
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Kocher 243 
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Koranyi Friedrich 254 
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Lambotte 146, 148 
Lamo 73, 80 
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Lane 146, 241 
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Lasso Orlando 181 
Lattes 144
Laureti Tommaso 71, 80
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Legg 144
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Leo X  (Giovanni de’ Medici), pope 26, 72
Leo XI (Alessandro Ottaviano de’ Medici), pope 102
Leopold, archduke of Austria 32
Leopoldo II, grand duke of Tuscany 39, 40
Leutron 36
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Lichtenstein Louis 144 
Lippo di Dalmasio 71, 102 
Lobkovitz 37
Lollini Augusto 241, 243, 244, 248, 249, 267 
Lollini Paolo 241 
Lollini Pietro 241
Lombardi Alfonso 69, 100, 102, 105, 160
Lombroso Cesare 267
Lomellini Giovanni Girolamo 33
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Lorenz 52, 134, 143
Lorenzetti 102
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Louis I of Bavaria, king 42
Louis Charles Augustus, king of Bavaria 39
Ludovisi Lodovico 32
Luer 241
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42
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Luther Martin 171

Maccaferri Raffaele 52, 108 
Maetzke Anna Maria 171 
Magati 137 
Maghee Thomas 267 
Magnani L. 86
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Mahon Denis 88 
Maissoneuve 241 
Majani Francesco 38, 39, 49 
Malaguzzi Valeri F. 55, 56 
Malliard Joseph 241 
Malpighi Marcello 235
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83-86, 88, 93, 94, 96, 98, 100, 103,168, 185, 191, 203- 
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Malvezzi (register) 99, 102, 104, 201 
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Mandelli Alfredo 140 
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Manget Johann Jacob 240
Mankin 148
Mantegazza Paolo 267
Manzolini 229
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Marazza L. 67
Marcelli Umberto 38
Marcello Fiorenza 235
Marcellus II (Marcello Cervini), pope 27
Marenzi Abele 178
Marescotti Claudio 204
Marfan 144
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Margherita di Savoia, queen 49, 52 
Margherita di Savoia 31 
Maria Teresa of Austria 37 
Marie 144 
Mariotti 49
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Marsili Luigi Ferdinando 254 
Martin V (Oddo Colonna), pope 21 
Martorelli Giovanni 103 
Mascagni Paolo 235 
Mascheroni Girolamo 
Massari Lucio 83-85, 190, 227 
Mastelletta 86 
Mathieu 241 
Matteucci Anna Maria 60 
Maximilian of Saxony 40 
McKibbin 148
Medici (de’) Alessandro 77, 169 
Medici (de’) Caterina 32 
Medici (de’) Ferdinando 32 
Medici (de’) Ippolito 100 
Mengazzino: see Santi Domenico 
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Messori Mauro 248 
Meyer 241
Mezzetti Amalia 73, 76 
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Monti Giovan Giacomo 67, 213, 219, 269
Moore Austin 147
Morandi 229
Morgagni Giovan Battista 235, 254 
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Muratori Lodovico Antonio 18 
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Murri 137
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Nadi Gaspare 21, 22 
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Nardini Francesco 118 
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Nicholas I, czar of Russia 39, 40 
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Nobili Clemente 109 
Nonfarmale Ottorino 172
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Onofrio da Fabriano 71
Oporino Giovanni 229
Orafi Pietro Marcellino 208
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Orsino Giordano 21
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Padovani G. 55, 56 
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Paltrinieri Mario 133, 139, 140, 141, 282
Panfili Pio 223, 227
Panzacchi Assunta 137
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Paul V (Camillo Borghese), pope 204, 205
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Pascoli Giovanni 137
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Passignano (Domenico Cresti) 85, 86
Pasteur 241
Pawels 147
Pazzali Andrea 203
Pean 241
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Pedrini 52
Penni 197
Pepoli Taddeo 93, 96, 100, 104, 105, 213, 216, 219, 

269, 272, 277 
Pepper Stephen 85 
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Peruzzi Baldassarre 69, 76, 185 
Piancastelli 73 
Piazzetta Giovan Battista 235 
Piero della Francesca 71 
Pietro da Cortona 92, 93, 95, 97 
Pinghini Giovanni 52, 110, 118 
Pini Gaetano 109, 110, 127, 134 
Pino Marco 80 
Pirani 49
Pitti Miniato 76, 167-169, 173
Pius VI (G. Angelo Braschi), pope 31, 37
Pius EX (Giovanni Mastai Ferretti), pope 40, 42-44, 269
Pizzoli Gioacchino 99, 221
Pocetti 86
Poggi Giovanni 21, 137 
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Pontormo (Jacopo Carucci) 77, 86, 169
Post 197
Preti 93, 94, 95
Primaticcio 173
Prosciutto Aristide 248
Pupini Biagio 72, 73, 76, 77, 160, 221
Putti Marcello 135
Putti Vittorio 52, 128, 130-132, 137-140, 143, 147, 148, 

178, 219, 229, 235, 239, 241, 243, 244, 249, 251, 257, 
259, 267, 269, 272-275, 277, 279 

Puvis 200

Radcliffe C.W. 248
Raffaello Sanzio 72, 73, 76, 77, 88, 169, 196 
Rainieri 26, 27
Ramenghi Bartolomeo 73, 159, 221
Rangoni 52
Ranieri 141
Ranuzzi 35
Rasori Cesare 178
Rasori Ferdinando 178
Rasori Quintino 178
Raule A. 153
Razali Sebastiano 84, 190
Remmelin Johann 230
Reni Guido 30, 34, 69, 71, 73, 83-86, 95, 97, 98, 102, 

105, 181, 186, 190, 191, 203, 208, 210 218 
Revedin 108 
Ricci Amico 197 
Ricci Corrado 47, 73 
Richard 241 
Righi 137 
Rivelanti 235
Rizzoli Francesco 46, 52, 53, 107, 125, 133, 134, 137, 

139, 143, 241, 243, 251, 269, 273 
Roberto V, Infante of Spain 42 
Roberts 144 
Robertson 144 
Robison 143
Rocchi Francesco 40, 43, 46 
Rocchi Gino 43, 44, 53 
Roentgen Wilhelm Konrad 143, 241 
Romanino (Girolamo Romani) 165 
Romanov Michael 40 
Romanov Nicholas 40 
Ronen A. 171 
Roncovassaglia Vito 108 
Rosen 144
Rosini da Lendinara, father 269, 272 
Rossetti Biagio 55, 56, 65, 69 
Rossi Antonio 39 
Rossi Francesco 39
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Rossi Giovanni Maria 102, 105 
Rosso Fiorentino 76 
Roversi G. 56, 204
Rubbiani Alfonso 50, 52, 53, 110, 120, 127
Rudel Jauffre 49
Ruggi G. 134, 137
Ruysch Frederik 235
Ryff Walther H. 239

Sabin 143
Sacchi Andrea 97, 191 
Salani Paolo 36, 37 
Salgada Antonio 26 
Salk 143 
Salvi S. 167
Salviati 76, 77, 168, 169, 173 
Samoggia Luigi 108, 109 
Sandrolini Cortesi Sandro 248 
Sangiorgi Gaetano 127, 128, 135, 137, 140 
Sanguinetti 52 
Santi Ciro 235
Santi Domenico (Mengazzino) 86, 88, 94, 99, 104, 105, 
221

Santi Giuseppe 99, 221
Santo Mariano 239
Santorini Giandomenico 235
Sassoli Alessandro 46
Scaglietti Oscar 131, 132, 133, 139, 140, 144
Scalas Salvatore 245, 248
Scaligeri Camillo 181
Scarpa Antonio 137, 235
Scarselli Giuseppe 37
Schleissheim 94
Schultess 273
Scipione da Bagnacavallo 160 
Scorzoni Alessandro 110 
Scoto Remo 229, 279, 282 
Scultet Johann 239, 240 
Sebastiano da Bologna 72, 73 
Sebastiano del Piombo 77 
Segni Antonia 203 
Seidl 241 
Semmelweis 241 
Serantoni Antonio 235 
Serlio Sebastiano 185, 227 
Serragli Filippo 76, 77, 167, 169 
Sfondrati Paolo Camillo 29 
Sfondrati Paolo Emilio 186, 191 
Sgualdi Giulio Cesare 203 
Shearman J. 221 
Shuller 144 
Signorelli Luca 82, 196 
Simone da Bologna 71 
Simoni A. 153 
Simons 241 
Simpson 241 
Sirani 203
Smith-Petersen 147, 148 
Soldati Pio 118 
Sorbelli 96 
Spada Bernardino 32 
Spada Lionello 84, 85, 190 
Spagnuolo Pietro 21 
Spinola Ugo Pietro 39, 269 
Spon Giacomo 19 
Starleundun 36 
Stamini 102 
Steinmann 146 
Steward 147 
Stigler 115 
Still 144
Stodart Samuel 241 
Stout 144 
Strumpell 144 
Stuck 144 
Sudeck 144 
Supino G.B. 55 
Sutti Francesco 248

Tagliacozzi Gaspare 239 
Talleri Ubaldo 118 
Tamburini Augusto 257 
Tanari 34
Tartuferi Cesare 241 
Tasso Torquato 203 
Teacher 144
Tealti Giacomo Filippo 103

Teresa d’Avila, saint 205 
Testa Vespasiano 181, 182
Tiarini Alessandro 84, 86, 104, 190, 203-205, 207, 208, 

210 , 211 , 221 
Tiarini Antonio 203, 204 
Tiarini Francesco 203 
Tibaldi Domenico 80
Tibaldi Pellegrino 71, 80, 82, 94, 98, 99, 103, 185, 196 
Tintoretto 92, 95 
Tioli 34
Tiziano Vecellio 77
Tolomei Bernardo, father 65, 204
Tommaso di Giovanni 103
Torreggiani Alfonso 99
Torreggiani Vincenzo 99, 221, 227
Toni 99
Torriti Pietro 85
Traeri Carlo 176, 178
Traeri Giovanni Francesco 176, 178
Tranchina Pietro 179
Trebbi Agostino 108
Trevisi 77, 169

Ubaldini Ottaviano 18
Ubaldini Roberto 32
Ugo da Carpi 229
Ugolini Libero 274
Umberto I, king 49, 50, 52, 269
Urban VIII (Matteo Barberini), pope 32, 33
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Valeriano, father 196
Valle Marco 219
Valverde de Hamusco Juan 229
van Buren 241
Vanchetti 135
van den Gucht 235
Vanghetti Giuliano 244
van Leeuwenhoek Anton 235
Vannicelli Luigi 39
Vannini 98
Vasari Giorgio 28, 71-73, 76, 77, 80, 110, 167-173, 269
Vassalli Francesco 269
Veltroni Stefano 76, 170
Venable 144
Venturi Adolfo 47
Venturi Davide 118
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Veronese Paolo 82
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Viani Domenico Maria 99
Viani Giovanni Maria 85, 99, 105, 190
Vico Giovanni Battista 253
Vidoni 34
Vidussi Giuseppe Maria 17, 219
Vincenzo da Genova 159
Vincenzo da Piacenza, father 203
Viola 245
Virgilio 30
Visconti Giovanni 18
Vitali Bernardino 229
Vitelli Alessandro 172
Vitelli Buscaroli 88, 89
Vittorio Amedeo I di Savoia 31
Vittorio Emanuele II, king 40, 43, 44, 47, 269
Vittorio Emanuele, prince (III, king) 49, 52
Vivariense Giovanni Maria 21
Vizzani Filiberto 34
Vizzani P. 29
Vogt 144
Volpe C. 58, 93, 205 
Voltaire 193 
von Calkar Stephan 229 
von Gerssdorff Hans 239 
von Hilden Wilhelm F. 239 
von Recklinghausen 144

Wagner 147 
Waksman 143 
W andelaarjan 235 
Watanabe 144 
Watson 143
Weis Bernhard Siegfried (Albino) 235 
Weiss 144, 241 
Wendell Holmes Oliver 143 
Werner Friedrich Bernhard 223, 227 
Wilde 241

Willenegger 148 
Williams 241

Zacchi Zaccaria 100 
Zaganelli Francesco 73 
Zallone Benedetto 208 
Zambeccari 35 
Zanardi 249 
Zanelli 88 ,92  
Zani Bartolomea 205, 211 
Zani Costanzo 33 
Zani, abbot 34 
Zaniboni Angelo 118 
Zanin Franz 178
Zanoli Raffaele 132, 133, 138-140, 143, 279, 282 
Zanotti Giovan Piero 84, 88, 89, 185, 191, 223 
Zanzotto Andrea 157 
Zevi B. 55-57 
Zoppi Melchiorre 181
Zucchini Guido 55, 56, 58, 73, 76, 80, 99, 165, 227 
Zurzolo Luciana 93
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