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1. Marcantonio Raimondi

(San Martino in Argine, c. 1480 – Bologna, 1534)

The Lion Hunt, 1510–1527
Engraving
333 × 474 mm

The composition derives, through a drawing by Baldassarre Peruzzi (now at Chatsworth House), 
from a Roman bas-relief recorded by Giorgio Vasari and today preserved in Rome at the Casino 
Rospigliosi.  The  lower  margin  bears  the  inscription:
QVE STABANT VIX HOSPITIBVS SPECTANDA SEPVLCHRA QVILIBET ARBITRO IAM VIDET  
ILLA SVO. MF / Romae in impluvio S. Petri.

This inscription clarifies the function of the print, making available to a wider public one of the 
ancient sculptures which, as was customary in sixteenth-century Rome, entered private collections 
soon after their discovery.

Impression in the I/II state, before the addition of the address of Antonio Salamanca below the 
inscription. The original copperplate is preserved in Rome at the Istituto Centrale per la Grafica 
(inv. M-1366). An impression in the second state,  with Salamanca’s address,  is included in the 
Speculum Romanae Magnificentiae held at the Metropolitan Museum of Art.

Superb impression, slightly fading at the right and left margins, with the image visible on the verso.  
Printed on laid paper with watermark ladder in a circle (cf. Woodward 238–242, Italy, 1540–1561). 
Trimmed along the platemark, still clearly visible. In excellent overall condition.

References: Bartsch XIV.317.422; TIB 422, vol. 27; Bober–Rubinstein,  Renaissance Artists and  
Antique Sculpture, pp. 232–233.



2. Marco Dente (called Marco da Ravenna)

(Ravenna, 1496 – Rome, 1527)

Venus and Cupid riding two sea monsters, 1516
Engraving
268 × 175 mm

The subject derives from a lost drawing by Raphael for the fresco by Giulio Romano in the Stufetta 
Bibbiena. At lower right is engraved the publisher’s address: Gio. Marco Paluzzi Formis Roma; at 
left, the monogram SR. Impression in the III/III state, with the address of Paluzzi, a printer active in 
Rome in the early seventeenth century.

On the verso, nineteenth-century inventory inscriptions and collectors’ stamps: Soutzo family, Paris,  
19th century (Lugt 2341), and the Parisian artist Hippolyte Hitterlin (Lugt 1258d).

Excellent impression, with strong contrasts, printed on laid paper of the period without watermark. 
Very narrow margins. In excellent overall condition, with a very minor repair at the upper right  
corner.

References:  Bartsch  XIV,  324;  TIB 324 (vol.  27);  Antonella  Imolesi  Pozzi,  Marco Dente,  un  
incisore ravennate nel segno di Raffaello. Le stampe delle Raccolte Piancastelli, Ravenna, 2008, 
cat. no. 5, p. 67; Pezzini–Massari–Prosperi Valenti Rodinò, Raffaello invenit. Stufetta Bibbiena, II/1, 
p. 61.



3. Giulio Bonasone

(Bologna, 1498 – Rome, 1580)

The Triumph of Cupid and Psyche, 1550–1567
Etching and burin
274 × 400 mm

A composition of the artist’s own invention,  regarded by Bartsch as his masterpiece.  The print 
belongs to Bonasone’s mature period. At lower right, inscribed: Iulio Bonasono / inventore.

Unique state. On the verso, in pen: P. Mariette, 1668, the well-known Parisian dealer and publisher 
Pierre Mariette (Lugt 1789). Traces of pinholes at the four corners are observable in all recorded  
impressions (Metropolitan Museum of Art, British Museum, Fondo Corsini).

Very good impression, printed on laid paper with watermark (crossbow in a circle; cf. Briquet 762,  
Prague, 1538–1543). Small margins beyond the platemark. In excellent overall condition.

References: Bartsch XV.141.105; TIB 105, 106; Massari, 221.



4. Anonymous

(Flemish School, 16th century)

Landscape Series after Titian

Etchings
Plates approx. 240 × 370 mm

Complete suite of 24 numbered prints, each numbered at lower right. Bound album in full leather,  
spine with five raised bands, titled Titian Peisag and decorated in gilt.Each plate depicts landscapes 
with hermits, shepherds, or genre scenes; beneath each composition is an italic Latin verse.

In plate  no.  2 appears the inscription:  Titianus invenit.  The compositions are now attributed to 
Titian’s workshop, probably to Domenico Campagnola. Plate no. 1 bears the name of the publisher 
H. de Neyt. Herman de Neyt was a painter, collector, publisher and dealer active in Antwerp. Pierre 
Mariette records that in his time the prints were attributed to Lucas van Uden; plate no. 2 is said to  
have been reworked by Schelte Adams Bolswert (Meijer).

Excellent impressions on laid paper with watermark (large crowned coat of arms with hunting horn; 
cf. Briquet 2715, Netherlands, mid-17th century). All sheets with the platemark and margins of 1–3 
cm.

Small tear at the left margin of plates 2, 12 and 13, and a small hole at left in plate 18. Good overall  
condition, apart from a dampstain; upper board partially detached.

References: M. Catelli Isola,  Immagini da Tiziano, 1976, pp. 114–115; B. W. Meijer,  Omaggio a 
Tiziano, 1976, pp. 22–23.



5. Giovanni Battista Scultori

(Mantua, 1503 – 1575)

The Trojans Repulsing the Greeks, 1538
Etching
405 × 577 mm

The most complex of Scultori’s prints. Contrary to Bartsch’s opinion, the composition does not 
derive from Giulio Romano, but is the artist’s own invention, clearly inspired by antique sculpture 
as well as models by Raphael, Michelangelo and Giulio Romano.

Luca Occaso has proposed identifying Giovanni Battista Bertani as the inventor of the composition.

At lower centre: I B Mantuanus / Sculptor 1538.

Impression in the II/V state, with the signature and date 1538, before the addition of Nicola van 
Aelst’s address.

Superb impression, rich in contrast, on laid paper with watermark (anchor in a circle). Trimmed to 
the  borderline.  Restorations  with  paper  infills  at  the  four  corners;  central  fold  with  partial 
separation, visible on the verso; a restored tear along the right edge.

References:  Zanetti  1190;  Bartsch  XV,  20;  Le  Blanc  II,  15;  Albricci,  20;  Massari,  Incisori  
mantovani del ’500, 6; L’Occaso, Giovanni Battista Scultori, 21.



6. Girolamo Francesco Maria Mazzola, called Parmigianino

(Parma, 1503 – Casalmaggiore, 1540)

Virgin and Child, 1525–1526
Etching
92 × 57 mm

A preparatory study for the composition is preserved at the Musée du Louvre (Popham 368).

Impression  in  the  II/III  state  according  to  Bartsch;  in  an  intermediate  state  between  I  and  II 
according to Mistrali, with the addition of hatching on the wall behind the Virgin, but before that on 
the wall behind the Child.

Excellent impression on laid paper. Narrow margins. A printing crease at the lower left corner; a  
tear in the lower area of the sheet; some staining to the paper.

References: Bartsch XVI, 7.4; TIB 32, 4 (7); S. Ferrara – G. Gaeta Bertelà, Incisori bolognesi ed  
emiliani del sec. XVI, Bologna, 1975, no. 241; Mussini – De Rubeis,  Parmigianino tradotto, 22; 
Gnann, Parmigianino und sein Kreis. Druckgraphik aus der Sammlung Baselitz, Munich, 2007, pp. 
63–65, no. 15; Mistrali 5. pp. 63-65, 15. Mistrali 5.



7. Antonio da Trento

(Trento, 1508 – Fontainebleau, 1550)

Virgin and Child with Saint John the Baptist (The Virgin of the Rose), 1527–1530
Chiaroscuro woodcut
180 × 230 mm

One of the four chiaroscuro woodcuts recorded by Giorgio Vasari as executed in collaboration with 
Parmigianino.

According to Popham, Parmigianino may have drawn directly onto the woodblock, as no complete 
preparatory drawing is known for this or the other chiaroscuro prints. A drawing of the central  
group alone, lacking the vegetal background, published by Harprath (1974, fig. 7), is preserved at 
the Hermitage Museum (Gnann 171).

Antonio da Trento is known to have printed the tone block (green) over the key block in order to  
achieve additional chromatic effects.

Unique state. On the recto, in pen in an early hand: at upper left, del sig. r. P. Gius. Vitale; at lower 
right, Parmigianino. On the verso, in pen: Parmiggianino s. / N° 41 / del sig. doni.

Superb, richly inked impression, the image showing through on the verso, printed on laid paper with 
watermark (crown surmounted by a star in a circle). Trimmed along the borderline, not always 
visible. A central printing crease and two restored tears.

References:  Bartsch XII.56.12; TIB 12 (52);  Gnann – Ekserdjian – Foster,  Chiaroscuro,  RAA, 
2014, 51; Mussini – De Rubeis,  Parmigianino tradotto, 87; Naoko Takahatake,  The Chiaroscuro 
Woodcut in Renaissance Italy, Los Angeles County Museum of Art, 2018, cat. 26.



8. Andrea Meldolla, called Andrea Schiavone

(Zara, 1510/1515 – Venice, 1563)

Bellona, c. 1546
Etching and drypoint
210 × 115 mm

The mass of the figure, the classical profile, and the tonal range of the shadows suggest a dating 
around 1546–1552. A preparatory drawing is preserved at the Museum Boijmans Van Beuningen, 
Rotterdam (inv. I 36 (PK).

Impression in the II/II state, with the monogram obscured by horizontal hatching; additional work 
in the shadowed areas and along the contours; the step and the background wall no longer visible; a 
cursive monogram added on the step to the right of the foot. An impression of the second state is 
held at the British Museum.

A good but somewhat worn impression, printed on laid paper with watermark (crown surmounted 
by a star and crescent). Trimmed to the platemark at top and right, and within the subject at bottom 
and left. In overall good condition; an abrasion in the lower area of the composition.

References: Bartsch XVI.68.76; TIB 77; S. Ferrara, Incisori bolognesi ed emiliani del XVI secolo, 
279;  Richardson  76;  Di  Gioia,  Andrea  Meldola  fecit.  Le  stampe  di  Andrea  Schiavone  nelle  
collezioni  romane,  Gangemi,  13;  Splendori  del  Rinascimento  a  Venezia.  Schiavone  tra  
Parmigianino, Tintoretto e Tiziano; Gnann – Pelc, Andrea Meldolla Schiavone: Printmaking Genius  
of Mannerism.



9. Nicolas Beatrizet, called Beatricetto

(Lorraine, c. 1515 – Rome, 1577)

The Annunciation
Engraving
310 × 432 mm

The print reproduces, in reverse, a lost composition by Michelangelo depicting the Annunciation. A 
drawing of the same subject is preserved at the Gallerie degli Uffizi. The fine, precise line creates a  
silvery-grey tonal effect, enhancing the composition and revealing a remarkable attention to detail: 
the canopied bed, the drapery of the curtains and garments, and the chequered floor. The viewer’s 
attention is  drawn to the hands of the angel and the Virgin,  who appears startled and hesitant,  
already shown with a slightly swollen abdomen.

At lower right, engraved: M. ANGELVS. INVEN. / N. BEATRICIVS. LOTARINGVS. INCIDIT. ET.  
FORMIS. EXC. Beatrizet was both engraver and publisher of the plate. Impression in the II/III state, 
with the plate completed but before the addition of Lafrery’s address at lower centre. At the lower 
left corner, collector’s stamp of Johann Nepomuk Ernst Graf Harrach (Lugt 1282). On the verso, 
nineteenth-century inscriptions in pencil and, in an earlier hand, the monogram ML A.

Excellent, richly inked impression, the image showing through on the verso, on laid paper with 
watermark  (swan or  duck  in  a  circle;  cf.  Briquet  12203  or  12210,  Italy,  16th  century).  Small  
margins on three sides, trimmed to the subject at left. In excellent overall condition, except for a  
vertical fold visible on the verso with a minor tear; some thinning on the verso along the margins. 
Other impressions are preserved at the British Museum (II state), Victoria and Albert Museum (II  
state), Metropolitan Museum of Art, and the Raccolta di Stampe Achille Bertarelli.

References: Bartsch XV.245.12; Robert-Dumesnil, 5; Michael Bury, The Print in Italy 1550–1620, 
2001, p. 221; S. Boorsch in B. Barryte, Myth, Allegory and Faith: the Kirk Edward Long Collection  
of Mannerist Prints, 2005, pp. 93–113; S. Bianchi, Catalogo dell'opera incisa di Nicola Béatrizet, 
in Grafica d’arte, 2003–2004, 5.



10. Nicolas Beatrizet, called Beatricetto

(Lorraine, c. 1515 – Rome, 1577)

The Triumph of Marcus Aurelius, c. 1560
Engraving
482 × 289 mm

A translation of a Roman relief installed in 1515 in the Palazzo dei Conservatori on the Capitoline 
Hill,  by  order  of  Pope  Leo  X.  Beatrizet  does  not  merely  copy  the  relief  but  reworks  the  
composition, giving it greater spatial coherence and adapting it to the requirements of perspective. 
In  the  lower  margin  is  engraved:
M. Aur. Imp. Triumphi imago, ad haec usqe tempora Romae in Capitolio, pulcherrimo marmore  
inter  tot  /  Urbis  ruinas  posteritati  servata,  Ant.  Lafr.  Sequan,  typis.  MDLX express.  à  Paulo  
Gratiano quesita.

Impression in the III/VII state, complete with the inscription and with the address of Paolo Graziani  
added after that of Antonio Lafrery, later replaced by those of Pietro de Nobili, Claudio Duchetti  
(1583),  and  Giovanni  Orlandi  (1602).  Paolo  Graziani  was  appointed  head  printer  in  Lafrery’s 
workshop in 1577; his address appears on prints between 1578 and 1583 with the inscription  “a 
Paulo Gratiano quaesita” (cf.  Pagani,  PQ XXV, p.  9).  The print  is  included in  the  Speculum 
Romanae Magnificentiae.

Excellent impression on laid paper with watermark (duck in a circle; cf. Briquet 12203 or 12210,  
Italy, 16th century). Small margins. In excellent overall condition, except for a horizontal central  
fold visible on the verso.

References: Bartsch XV.264.88; Huelsen 49b; Michael Bury, The Print in Italy 1550–1620, cat. 84.



11. Giovanni Battista d’Angolo, called del Moro

(Verona, 1515 – 1573)

Ornamental Panels, 1540
Etching
125 × 177 mm

Erroneously catalogued by Bartsch as the work of Andrea Schiavone, the compositions derive from 
Jacques Androuet du Cerceau. Zerner, in the  TIB volume devoted to Italian artists active at the 
School  of  Fontainebleau,  suggests  that  they  may  instead  derive  from  inventions  by  Giovanni 
Battista Pittoni.

Two of eleven known subjects from the series titled: Raccolta de’ disegni et compartimenti diversi  
tratti  da  marmi,  e  bronzi  de  gli  antichi  Romani;  the  title-page  bears  a  dedication  to  Giorgio 
Maynwaringe and was published by Borgaroccio Borgarucci.

Impressions in the I/II  state,  before the addition of the inscription on the white frame:  Andrea 
Schiavone f. (cf. impressions in the Metropolitan Museum of Art and in Budapest).

Superb, richly inked impressions, the image showing through on the verso, printed on laid paper 
with watermark (trefoil with the letters CBS). Wide margins. In excellent overall condition, apart 
from minor traces of glue on the verso.

References: Bartsch XVI.8.22 and 32; TIB 32[16].86.22 and 32[16].91.32; T. Mullaly, “Battista  
del Moro in Perspective”,  Print Quarterly, vol. IV (1987); Michael Bury, “New light on BdM”,  
Print Quarterly, XX (2003), p. 123.



12. Giovanni Battista d’Angolo, called del Moro

(Verona, 1515 – 1573)

Saint Theodore and the Dragon, c. 1560
Etching and burin
196 × 332 mm

A reverse translation of a pen and ink drawing attributed to Titian or his circle, preserved at the 
Morgan Library & Museum (inv. 1977.46; 2019.90).

The armoured soldier, formerly identified as Saint George, is now recognised as Saint Theodore, the 
ancient patron saint of Venice, who slew the dragon with a single blow of his lance.

According to Jenkins, three states are known: the first in pure etching (Gallerie degli Uffizi); the 
second with burin work added (British Museum, inv. 1868,0612,1470); the third with the address of 
the publisher and printseller Giovanni Francesco Camocio (British Museum, inv. 1868,0612,1469; 
Morgan Library), active in Venice between 1552 and 1574/75, who issued several other prints by 
del Moro.

In the present impression, the number  256 is engraved at lower centre. It may represent a fourth 
state (cf. Museum of Fine Arts Budapest, inv. 52247).

Excellent impression on laid paper with watermark (crown, as in the impression at the Morgan 
Library). In excellent overall condition, apart from light foxing.

References:  Bartsch XVI.99.5;  Le Blanc 21;  Jenkins  –  Prenstein  –  Spira,  The Renaissance of  
Etching, 2019, p. 89.



13. Giorgio Ghisi

(Mantua, 1520 – 1582)

Angelica and Medoro, c. 1570
Engraving
295 × 205 mm

The print derives from a lost composition by his brother Teodoro Ghisi. It represents the earliest 
known illustration of episodes from Orlando Furioso by Ludovico Ariosto (Canto XIX, stanzas 33–
37; Canto XXIII, stanzas 102–103).

At lower left appears the monogram GMAF; at right, within a cartouche: Teodoro Ghisi in.

Impression in the I/IV state, before the addition of Antonio Lafrery’s address at lower right.

Superb, fresh and richly inked impression on laid paper with an unidentified watermark. Trimmed 
to the borderline. Minor losses at the lower corners.

References: Bartsch 62; TIB 62; P. Bellini, 32; M. Lewis – R. E. Lewis, 43.



14. Enea Vico

(Parma, 1523 – Ferrara, 1567)

Grotesque  Ornaments  with  Romulus,  Remus  and  the  Capitoline  She-wolf,  1541
Engraving
256 × 118 mm

An elegant composition combining architectural structure with classical Roman motifs, including 
the plough, Fortuna, and the she-wolf suckling Romulus and Remus. The print belongs to a group 
of similar subjects in varying formats.

At lower centre, beneath the subject, a tablet bearing the artist’s monogram and the publisher’s 
address: tom. barl. Exc. 1541. Impression in the I/II state.

Excellent, richly inked impression on paper with watermark (crossbow within a circle; cf. Briquet 
761). Trimmed to the platemark. In excellent overall condition.

On the verso, collector’s mark of Ture Lundh (Lugt 6064), whose collection, focused on sixteenth-
century prints, was sold at Christie's in 1985; also with two stamps indicating duplicates from the 
British Museum (Lugt 302 and 305).

References: Bartsch XV, 490; TIB 490 (367).



15. Anonymous, School of Marcantonio Raimondi

(Rome, mid-16th century)

Allegory of the Power of Love, c. 1540
Engraving
333 × 474 mm

Attributed by Bartsch and Passavant to the School of Marcantonio Raimondi, the composition likely 
derives from an invention by Baccio Bandinelli.

A complex  and  compelling  allegorical  composition,  centred  on  Venus  and  Cupid  playing  dice 
beside  a  wounded heart,  two hands,  and a  mask.  Below the  scene  are  engraved verses  in  the 
vernacular (lacking in the present impression) which, quoting Petrarch, Catullus, and Virgil, warn of 
the cruelties of Love. According to Alexandra Kocsis, the format, decorative character, and presence 
of  vernacular  verses  suggest  that  the  print  was  intended  to  stimulate  personal  reflection  and 
intellectual exchange among learned viewers.

Two states are known, distinguished by the addition of the publisher Antonio Salamanca’s address 
beneath the verses.

Very good, fresh and evenly inked impression, the image showing through on the verso, on laid 
paper with watermark (anchor in a circle surmounted by a star; cf. Heawood 80, Venice, 1562, and 
Briquet 485, Prague, 1539–1546). Trimmed to the platemark on three sides, and within the subject 
at the lower edge, with loss of the engraved text. In excellent overall condition.

References:  Bartsch  XV,  p.  54,  no.  11;  Passavant,  vol.  6,  pp.  88,  112;  TIB 28,  11  (54);  TIB 
Commentary .062; Massari – Prosperi Valenti Rodinò, Tra mito e allegoria: immagini a stampa nel  
’500 e  ’600,  p.  270;  Alexandra Kocsis,  “Multimedia  Conversations:  Love and Lovesickness  in 
Sixteenth-century  Italian  Single-sheet  Prints”,  pp.  283–311,  no.  11.4,  in  Tracing  Private  
Conversations in Early Modern Europe, Palgrave Macmillan, Cham, 2024.



16. Antonio Campi

(Cremona, 1524 – 1587)

Mucius Scaevola
Woodcut
135 × 115 mm

Antonius Cremonensis, first identified by Bartsch with Antonio Campi, is generally recognised as 
the  inventor  of  a  group of  seven woodcuts.  The  attribution  of  the  execution  remains  debated. 
Jonathan Bober, following Bartsch, identifies the hands of three different anonymous Cremonese 
cutters.

The composition, devised by Campi, ultimately derives from models by Parmigianino (notably the 
Warrior in  the  British  Museum,  Popham 195,  and the  Mucius  Scaevola at  Chatsworth  House, 
Popham 726 verso), mediated through chiaroscuro woodcuts by Antonio da Trento (e.g.  Roman 
Warrior and Women around a Brazier, Bartsch 21). As noted by Buonincontri, “the angularity and 
tension of the line” constitute distinctive features of the young Campi’s manner.

Unique state. At lower right, engraved:  ANTO CREMONENSIS IN.  Impressions are also known 
printed on coloured paper to simulate chiaroscuro effects.

On the  verso of  the  mount,  in  nineteenth-century hand,  an extended inscription describing the 
subject and commenting on the rarity and attribution of the print: “Il Muzio Scevola che pone la  
mano  sul  fuoco/Stampa  rarissima.  La  composizione  è  evidentemente  dello  stile  del 
Parmigianino/L'incisore  antonius  Cremonensis  non  è  nominato  neppure  dallo  Zani  nella 
sua/biblioteca/Antonio Campi storico Cremonese fu celebre pittore,  ma non consta fosse anche 
incisore.”

Very good impression on laid paper, laid down on an eighteenth-century support. Trimmed to the 
borderline. In excellent overall condition.

References:  Bartsch  XV,  p.  54,  no.  11;  Passavant,  vol.  6,  pp.  88,  112;  TIB 28,  11  (54);  TIB 
Commentary .062; Massari – Prosperi Valenti Rodinò, Tra mito e allegoria: immagini a stampa nel  
’500 e  ’600,  p.  270;  Alexandra Kocsis,  “Multimedia  Conversations:  Love and Lovesickness  in 
Sixteenth-century  Italian  Single-sheet  Prints”,  pp.  283–311,  no.  11.4,  in  Tracing  Private  
Conversations in Early Modern Europe, Palgrave Macmillan, Cham, 2024.



17. Paolo Farinati

(Verona, 1524 – 1606)

Mary Magdalene in the Desert
Etching
198 × 137 mm

Farinati himself records in his notes that the print served, with some variations, as the model for a 
painting now in the National Gallery Prague, commissioned in 1581 by Nicolò Troian. However, 
scholars have suggested the existence of a preparatory drawing that served as the model for both the  
painting and the print.

Impression in the I/III  state,  before the addition of the address of Wilhelm Peter Zimmermann 
(1589–1630). On the verso, in pen in an early hand: AO f n . e .adob. Cjtto.

Fresh, richly inked impression on laid paper with watermark (anchor in a circle). Trimmed to the 
platemark. In excellent overall condition, except for horizontal folds visible only on the verso.

References: Bartsch XVI.164.2; G. Albricci,  Le incisioni di Paolo e Orazio Farinati, in  Saggi e  
Memorie di Storia dell’Arte, 1980, fig. 3; Marini, no. 193.



18. René Boyvin

(Angers, 1525 – c. 1580)

The Victory over Ignorance, 1550–1555
Engraving
280 × 425 mm

After a lost drawing by Rosso Fiorentino, in reverse with respect to the fresco in the Gallery of 
Francis I (c. 1535–1540). The composition, elaborate and imaginative, is populated by powerful,  
muscular figures derived from Michelangelo, described by Erwin Panofsky and Dora Panofsky as a 
“procession of vices born of ignorance”. Their poses and anatomy recall figures from the Battle of  
Cascina. The focal point lies in the background: Francis I of France, crowned with laurel as an 
ancient hero, is about to enter the Temple of Jupiter, from which light emanates; he holds a sword 
and a book. On either side stand two large urns inscribed Mali and Boni. At lower left, engraved: 
Rous. Floren. Inven. / Renatus Fecit. Unique state.

Excellent, well-contrasted impression on laid paper with watermark (fleur-de-lys surmounted by a 
quatrefoil above an inscription; cf. Briquet 7079). Trimmed to the borderline on three sides, and 
within the subject along the upper edge. In excellent overall condition, with central folds visible on 
the verso.

References:  Robert-Dumesnil  VIII.24.16;  Herbet,  1969,  123;  E.  A.  Carroll,  Rosso  Fiorentino:  
Drawings, Prints and Decorative Arts, 1987, 91; B. Barryte, Myth, Allegory, and Faith, no. 6.



19. René Boyvin

(Angers, 1525 – c. 1580)

Minerva
Engraving
191 × 122 mm

After an invention by Luca Penni. The goddess, symbol of wisdom and the arts, is depicted holding 
a spear and a shield bearing the head of Medusa, and wearing a plumed helmet; at her feet are a  
sphere, books, and an owl. At lower left, inscribed: Lucas. P. R. Inuentor / RB. Unique state.

Very good impression on thick laid paper without watermark. Good margins. In excellent overall  
condition, except for a vertical fold visible on the verso.

References: Le Blanc 20; Robert-Dumesnil VIII.29.23; IFF, 16e siècle.



20. Adamo Scultori

(Mantua, 1530 – Rome, 1587)

Figures after Michelangelo, c. 1580
Engravings
124 × 107 mm (plates)

Complete series of engravings after figures from Sistine Chapel frescoes by Michelangelo. Given 
the differences between the frescoes and the prints,  and the inclusion of subjects derived from 
frescoes destroyed by Michelangelo in 1535 to make way for the  Last Judgment, it is likely that 
Scultori worked not directly from the frescoes but from preparatory drawings (Windsor Castle, inv. 
0634–0645). The series, engraved during the third phase of his Mantuan period, comprises 72 or 73 
sheets depending on the edition.

At  lower  left  is  the  engraved  monogram;  at  right,  a  sequential  number.  The  title-page  reads:
MICHAEL / ANGELVS / BONAROTVS / PINXIT / ADAM / SCVLPTOR / MANTVANVS / INCIDIT.  
Impression in the I/VI state, before the addition of the address of the printer Giovanni Battista de 
Rossi, probably issued c. 1585 or slightly earlier. The plates are printed on sheets measuring 201 × 
325 mm, two to a sheet, except for plate no. 65, which is printed alone; the sheets show a central 
fold with traces of former binding.

Extraordinarily sharp and even impression, with a light surface tone and careful wiping of the plate, 
resulting in the absence of residual plate tone. On laid paper with various watermarks: eagle in a  
circle surmounted by a crown; anvil in a circle surmounted by a cross; eagle surmounted by a  
crescent within a shield topped by a star; shield divided in two with a horse in the upper field;  
ladder within a shield surmounted by a star. Wide margins. In excellent overall condition, apart 
from handling marks at the lower right corner of the sheet.

References: Bartsch XV 27-97; Le Blanc II 9-80; Massari 61-133; Bellini 21-93.



21. Master of the Die

(active in Rome, 1530–1550)

Saint Sebastian / Saint Roch / Saint Peter (“Pasce oves meas”), 1532–1535
Engravings
Sheet: 555 × 380 mm

Exceptional sheet on which three plates engraved by the Master of the Die are printed together, each 
signed with the characteristic B in the die.

The sculptural figure of Saint Sebastian recalls fifteenth-century models; the complex background 
landscape shows northern elements mediated through Venetian culture. According to d’Amico, the 
composition  derives  from  an  invention  by  Raphael.  Saint  Roch,  patron  saint  of  the  sick  and 
pilgrims,  is  depicted  between  two  trees,  approached  by  an  angel  from  the  left;  here  too  the 
landscape reflects northern influences filtered through Venetian art. The  Delivery of the Keys to 
Saint Peter derives from Raphael’s design for the monochrome decoration in the embrasure of a 
window in  the  Stanza dell’Incendio del  Borgo.  The subject  may also  be  related to  one of  the 
cartoons for the tapestries commissioned from Raphael for the Sistine Chapel.

Superb, even and well-contrasted impressions on laid paper with watermark (anchor in a circle). In 
excellent overall condition; the sheet untrimmed.

References:  Bartsch  XV,  193.14–15;  TIB  vol.  29,  14–15;  Bartsch  XV,  141.11;  d’Amico  114; 
Bernini Pezzini – Massari – Prosperi Valenti Rodinò, Raphael Invenit, Incendio VI, 1.



22. Philip Galle

(Haarlem, 1537 – Antwerp, 1612)

The Gladiators, 1562
Engraving
340 × 475 mm

After a reversed drawing by Luca Penni, preserved at the Musée du Louvre (inv. 1400). 

A group of semi-nude figures engaged in combat with daggers, some defending themselves with 
shields; the bodies are contorted and the musculature tense. Two gladiators bite the limbs of their 
opponents, while in the background a funeral pyre burns a corpse together with other objects cast 
into the flames, suggesting an ancient funerary rite. At lower centre, engraved: Philipe Galle fecit /  
L. Pene inven. 1562 / H. Cock excu.  In the lower margin, two lines of Latin verse:  “Exeqviarvm 
vetvsti… / …crvdelitate solent.”

Impression in the I/II state, with the address of the publisher Hieronymus Cock. This print is among 
the last works executed by Galle for Cock, before establishing his own workshop in 1563.

Very  good  impression  on  laid  paper  with  watermark  (shield).  Trimmed  to  the  borderline.  In 
excellent overall condition, except for a tear at upper right and a retouch in the area of the signature.

References: Herbet, 75; New Hollstein (P. Galle), III, 189, no. 486; TIB (56), 100; van Grieken – 
Luijten – van der Stock,  Hieronymus Cock: The Renaissance in Print,  26; D. Cordellier,  Luca 
Penni. Un disciple de Raphaël à Fontainebleau, Paris, Musée du Louvre, 2012, pp. 47–51.



23. Giulio Sanuto

(Venice, active c. 1540–1588)

Così va il mondo alla riversa (Thus the World Goes Upside Down), 1570–1580
Engraving
380 × 580 mm

The attribution to Sanuto is supported by the impression preserved at the Harry Ransom Center. The 
print is not recorded by Michael Bury. On the verso, in pencil in a nineteenth-century hand:  G. 
Sanuto.

Exceptionally strong impression, with wiping scratches, on laid paper with watermark (fleur-de-lys 
in a circle). Trimmed to the platemark, with small margins at the vertical edges and trimmed within 
the subject at the horizontal edges. In excellent overall condition, except for a central fold with a 
minor split and some additional creases visible on the verso.

References: Michael Bury,  Giulio Sanuto, incisore veneziano del XVI secolo, National Gallery of 
Scotland, Edinburgh, 1990.



.

24. School of Fontainebleau

(active before 1540 – 1557)

Mars and Venus, 1575
Engraving
420 × 340 mm

A reversed engraving after a drawing by Rosso Fiorentino, dated 1530 and now in the Musée du 
Louvre (inv. 1575). The drawing, executed in Venice, was commissioned from Rosso by Pietro 
Aretino and sent  to  Francis  I  of  France.  Its  complexity and visual  impact  are  thought  to  have 
contributed to Francis I’s decision to summon Rosso to oversee the decoration of the royal château 
at Fontainebleau.

Impression in the II/II state, with the inscriptions at lower left and right: Antonio Lafrery and P. de 
Nobilis formis, a Paulo Gratiano quaesita, Romae MDLXXV. The plate was acquired in 1584 by 
Pieter Spranghers, partner of Pietro de Nobili, from the heirs of Antonio Lafrery.

A good, well-printed impression on period laid paper with watermark (Paschal lamb in a circle with 
the  letters  A.M.).  Trimmed to  the  platemark,  which  remains  fully  visible.  In  excellent  overall 
condition, with minor restorations confined to the blank margins.

References: Bartsch Xv.87.51; TIB 28, .051, C1 S2; E. A. Carrol,  Rosso Fiorentino: Drawings,  
Prints and Decorative Art, 1988 n 58; B Barryte, Myth, Allegory, and Faith, 33.



25. Léon Davent

(active in France, c. 1540–1556)

Jupiter’s Eagle Bringing Water of the Styx to Psyche, 1540–1543
Engraving
211 × 395 mm

The subject derives from the fresco by Giulio Romano in the central lunette of the west wall of the  
Camera  di  Psiche  (c.  1526–1528).  A preparatory  drawing  by  Giulio  Romano,  formerly  in  the 
collections of Sir Thomas Lawrence and the Earl of Ellesmere, is now in a private collection in 
London. A heavily reworked version of the model is preserved at the Musée du Louvre (inv. 3676).

The engraving, reversed with respect to the model and richer in detail than the drawing, may derive 
from a further intermediary model brought to France by Francesco Primaticcio and now lost. In the 
print, the rock on which Psyche sits in the fresco is omitted, and the figures appear suspended  
among clouds. At lower left, engraved:  Julius / Inven / tor; at right, the monogram  LD. Unique 
state.

Superb impression, showing wiping scratches, on laid paper with watermark (small shield with 
letters; cf. Massari 45, Northern Europe, 16th century). Very narrow margins. In excellent overall 
condition, except for some thinning on the verso and two small restored areas with paper infill at the 
lower left corner and on the tail of the dragon at left.

References:  Bartsch  XVI.324.46;  Henri  Zerner,  The  School  of  Fontainebleau.  Etchings  and  
engravings, 1969, LD.2; Massari,  Giulio Romano pinxit et delineavit, 82; Jenkins,  Prints at the  
Court of Fontainebleau c. 1542-47, 2017, LD.2.



26. Master FG

(Bologna, mid-16th century)

Jupiter and Callisto
Engraving
280 × 436 mm

The group of prints signed FG, based on drawings by Francesco Primaticcio, has been attributed by 
Maria Biasini to Guido Ruggieri, who is recorded as working with Primaticcio at Fontainebleau in  
the 1540s. Pierre-Jean Mariette, Adam von Bartsch, Massari,  and Bellini proposed the name of 
Giorgio  Ghisi;  more  recently,  Suzanne  Boorsch  has  suggested  the  Bolognese  artist  Girolamo 
Fagiuoli.

The scene depicts a key episode of the myth: Jupiter points and transforms the nymph Callisto into 
a bear in order to conceal her from Juno. A reversed drawing by Primaticcio is preserved at the 
Musée  du  Louvre  (inv.  8536),  in  which  the  background  clouds  are  absent.  The  inscription  A. 
FONTANA  BLEO  BOL  INVENTOR indicates  that  the  engraving  reproduces  a  work  by  the 
Bolognese Primaticcio for Fontainebleau.

Henri  Zerner  related  the  composition  to  the  decoration  of  the  Appartement  des  Bains,  while, 
according to Christian Eschenfelder, the irregular pentagonal format may represent half of a regular 
hexagon, following a type of partition used for the lunettes of the same apartment. 

Impression in the II/II state, with the inscription A. Fontana. Bleo. Bol inventor added at lower left. 
An exceptionally fresh and strongly contrasted impression, showing wiping scratches. Trimmed to 
the platemark, which remains visible; laid down on an early support. In excellent overall condition, 
apart from a small wormhole.

References: Bartsch XV.407.59; TIB, XXXI, 59 (407); Nagler II.2115 & 2914; Bellini,  L'Opera 
incisa di Giorgio Ghisi,  F.24; Zerner, 1990, p. 109 note 1; Massari,  Incisori mantovani, 229; M. 
Biasini,  Le incisioni del Maestro FG italiano (Guido Ruggieri?)  in  Grafica d'arte,  1997, n. 30; 
Boorsch, The French Renaissance in Prints, 93; R. Lewis, Giorgio Ghisi, n. R7; Hind, III n. 2; L. 
Aldovini, Primatice, n. 73.



27. Aegidius Sadeler II

(Antwerp, 1570 – Prague, 1629)

Narcissus, c. 1601
Engraving
418 × 292 mm

Narcissus, pursued by men blinded by his beauty, falls in love with his own reflected image. The 
figure of Narcissus is related to a drawing preserved at the British Museum. At lower left, engraved:  
Ægidius  Sadeler  invent.  et  sculp.  In  the  lower  margin,  two  columns  of  Latin  verse:
Inspicit incautus proprium… / …moriens comorientis aquas.

Impression in the II/II state, with the engraved signature and the address  Marcus Sadeler excud. 
within the horn. Very good impression on laid paper with watermark (letters PZ). Trimmed to the 
platemark or with very narrow margins. Some printing creases visible on the verso; some staining in 
the lower margin; a restored area with paper infill at the lower left corner.

References: Hollestein 108.II.



28. Alessandro Vaiani

(Florence, c. 1570 – Rome, 1631)

Saint John the Baptist
Etching
258 × 205 mm

An original etching by the artist, comparable to Vaiani’s only other known print, the Christ Taken 
Down  from  the  Cross.  Unrecorded  by  Adam  von  Bartsch;  mentioned  by  Guerrieri  Borsoi  in 
reference to the impression preserved in the Fondo Corsini. Below the image, engraved: Alesander 
Vaianus fe: Super permis:

Superb impression on laid paper with watermark (letter in a circle). Trimmed to the platemark, 
which remains fully visible. In excellent overall condition, except for a central fold.

References:  M.  B.  Guerrieri  Borsoi,  Novità  su  Alessandro e  Anna Maria Vaiani,  in  Bollettino 
Monumenti e Gallerie pontifice, vol XXVII, 2009; Bartsch XX; Le Blanc IV, p. 80, n. 1; TIB 44.



29. Jacques Bellange

(1575 – 1616)

Hurdy-Gurdy Player Attacking a Pilgrim, 1612–1616
Etching, burin and drypoint
312 × 209 mm

The most complex of the two plates on the theme of the hurdy-gurdy player. Reed has suggested 
that the figure holds a recorder, in which case the scene may represent two musicians fighting; it is 
more likely, however, that the object is a pilgrim’s staff and that the pilgrim is defending himself  
from the aggression of the hurdy-gurdy player.

Impression in the II/II state, with the address of the printer Le Blond added at lower centre. Superb 
impression on laid paper with watermark (bunch of grapes with the letters AB; cf. Briquet 13206).  
This watermark is identified by Griffiths and Hartley (2) as characteristic of impressions printed by 
Le Blond. Trimmed to the borderline, or just within it along the upper edge. Traces of glue on the  
verso and two restored areas with paper infill along the upper edge.

References: Robert-Dumesnil V.97.46.ii/ii; Walch 18 ii; Griffiths and Hartley 37b.



30. Monogrammist CANF or CLANF

(Italy, active 17th century)

Large Vase, c. 1650
Engraving
385 × 245 mm

Nagler records a series of six vases with sirens and mythological subjects. The monogram, engraved 
at lower right, is read by Nagler as CANF. At upper left, in pen, the number 44.

An impression is preserved at the Victoria and Albert Museum. Very good impression on laid paper 
with watermark (small bunch of grapes). Small margins at lower and left; trimmed to the platemark 
at right and upper edges. In excellent overall condition, with a minor restored area at the lower right 
corner.

References: Nagler Mon. I 2238; J S Byrne, Renaissance ornament prints and drawings, NY 1981; 
Berlin Staatliche Museen, Katalog der Ornamentstich-Sammlungen, 1138.



31. Stefano della Bella

(Florence, 1610 – 1664)

Child carrying a dog over his shoulder, c. 1662
Etching and drypoint
147 × 138 mm

An unusual composition in which a child runs playfully with two dogs. The plate was repeatedly 
reworked by the artist.

Three states are known. The first state, considered by De Vesme as a working proof and model for  
the print, survives in a single impression, retouched in watercolour, at the Metropolitan Museum of 
Art: behind the child appears a small running figure holding a fan, and numerous lines in the sky 
and ground are absent.

The second state, also known in a single watercolour-retouched impression (unknown to De Vesme 
but published by Forlani Tempesti), is preserved at the Gallerie degli Uffizi: additional lines appear 
in the sky at right, between the child’s foot and the dog, and in the cloud at left.

In the third state, the figure with the fan has been almost entirely burnished out, and a wash-like  
effect  (lavis)  has  been  added,  which,  according  to  De  Vesme,  tends  to  disappear  in  later 
impressions.

At lower left, engraved: SDBELLA. Impression in the III/III state, with the lavis effect visible on the 
child’s hair, clothing and arms, and on the dogs; traces of the erased figure at left remain faintly  
visible.

Superb,  bright  impression  with  pronounced  lavis effect,  on  laid  paper  with  watermark  (three 
crescents). This Italian watermark is identified by Ortolani (no. 4) as characteristic of the finest  
impressions with lavis effect, and is also found on the example in the Museum of Fine Arts Boston. 
Small margins. In excellent overall condition.

References:  DeVesme,  Massari  99  II/II;  Ortolani  III/III;  A.  Forlani  Tempesti,  Gabinetto  degli 
Uffizi, n 94; Welsh Reed-Wallace, Italian Etchers of The Renaiussance e Baroque, 126.



32. Giulio Carpioni

(Venice, 1613 – Vicenza, 1678)

The Nativity
Etching
326 × 225 mm

A harmonious and complex composition, described by Calabi as an example of the artist’s mature 
technique, in relation to models by Guido Reni and Simone Cantarini. At lower right, engraved: 
GIUL. CARPIONI VEN.

Impression in the III/III state, with the publisher’s address “Matio Cadorin detto Bolzetta forma” 
burnished out.

Very good impression on laid paper without watermark. Small margin at the bottom, otherwise 
trimmed to the platemark. A printing crease at upper left,  a horizontal fold, and some staining, 
mostly on the verso.

References: Bartsch XX.183.8; TIB 4504.8; Mazzoli 8; Calabi 1.



33. Simone Cantarini

(Pesaro, 1612 – Verona, 1648)

Mars, Venus an Cupid
Etching
262 × 192 mm

The composition is reversed after a painting by Paolo Veronese (c. 1580), now in the National 
Galleries of Scotland.

The print can be dated to around 1637–1639; following his break with Guido Reni, Cantarini turned 
to translating paintings by other artists.

Impression in the I/II state, with the inscription P C I (Paulus Caliari inventor), before the addition 
of P. Veronensis in. and the address of Jean Robillart.

An unusual impression printed on paper prepared in dark violet, intended to simulate the pictorial 
effect  of  a  nocturnal  scene.  Printed  on  thin  laid  paper  with  watermark  (mermaid,  Italy,  17th  
century). Trimmed to the platemark. In excellent overall condition, with traces of glue on the verso.

References: B 32; TIB 32 (142); Ticozzi, Immagini dal Veronese, 23; Bellini 9.



34. Simone Cantarini

(Pesaro, 1612 – Verona, 1648)

Venus and Adonis, 1637–1639
Etching
120 × 180 mm

Described by Bellini as a rare print, and by Bartsch as highly expressive. Le Blanc (1854) notes that 
the composition derives from Paolo Veronese.

Impression in the I/II state, before the addition of the inscription at lower centre: “G. Renus in et  
fec.”  Impression on laid paper with watermark (Rev. Camera Apostolica within a shield).  Very 
small margins beyond the platemark.

In excellent overall condition.

References: Bellini 12; Bartsch 33; TIB 33 (143); Bertelà 130; Massari, Simone Cantarini detto il  
Pesarese, 37.



35. Nicola Verdura

(documented from 1620)

The Holy Family with the Infant Saint John, 1633
Etching
237 × 153 mm

The composition ultimately derives from a painting by Raphael and his workshop, the Madonna of  
the Landscape (National Galleries of Scotland), through a painted copy by a pupil of Guido Reni, 
formerly owned by Verdura himself (Passavant).

The engraving differs from the original in the wooded landscape and in the figure of Saint Joseph 
leaning against a low wall. At lower right, engraved:  Verdura incidebat. Below the image, seven 
lines  of  Latin  text  arranged  in  three  columns,  including:
R. Nicolaus Verdura finariensis originalem tenet … Raphael Urbinas Inventor / Romae Superiorum  
Licentia 1633.

Passavant records states dated 1621, 1632 (with the address of Giovanni Battista de Rossi), and 
1774 (with the address of Carlo Losi). However, known impressions are either undated or bear  
partially erased dates. If Passavant’s classification is correct, the present impression may represent  
an unpublished intermediate state.

Strong, richly inked impression with light plate tone, on thin laid paper with watermark (anchor in a  
circle (?)). Trimmed to the borderline. In excellent overall condition.

References:  Bernini  Pezzini-Massari-Prosperi  Valenti  Rodinò, Raphael  Invenit,  Madonne 
XXXIII.1; Passavant, III, n 268.



36. Bartolomeo Biscaino

(Genoa, 1629 – 1657)

The Holy Family with the Infant Saint John, c. 1655
Etching
250 × 190 mm

At lower left, engraved: biscainus Gen.sis F. Impression in the II/II state, with the address of Deman 
engraved at lower right. No impressions of the first state are known; its existence is inferred by 
analogy with Biscaino’s other prints.

A  very  fine  and  delicate  impression,  showing  the  wiping  scratches  characteristic  of  early 
impressions. On laid paper without watermark. Trimmed to the platemark, which remains visible, or 
with a small margin. In excellent overall condition, with traces of glue on the verso.

References: Le Blanc 11; Bartsch 18; TIB 18 (191), Commentary .018.



37. Bartolomeo Biscaino

(Genoa, 1629 – 1657)

Saint Margaret and the Dragon
Etching
240 × 183 mm

A preparatory drawing in reverse is preserved in Palazzo Rosso. Impression in the II/II state, with 
the address of Daman engraved at lower right and with burin reworking on the saint’s chin and eyes, 
and  on  the  chain.  Less  fresh  than  the  impression  in  the  British  Museum,  but  more  strongly 
contrasted than impressions preserved at the Albertina (II state) and the Rijksmuseum (I state).

Very good impression on laid paper without watermark. Trimmed to the platemark, which remains  
fully visible.

References:  Mary  Newcome  Schleier,  Some  preparatory  drawings  for  prints  by  Biscaino,  in 
Paragone n 345; Le Blanc 41; Bartsch 36; TIB 36 (199), Commentary .036.



38. Bartolomeo Biscaino

(Genoa, 1629 – 1657)

The Adoration of the Magi
Etching
209 × 147 mm

According to Mary Newcome, one of the artist’s most complete compositions and probably among 
his latest works.

The subject shows affinities with a painting by Valerio Castello,  now in a private collection in 
Genoa, and with another painting, formerly attributed to Biscaino and now to Castello, preserved in 
Gemäldegalerie Alte Meister Dresden. A drawing, likely preparatory, is held at the Städel Museum.

At lower right, engraved: b. biscainus in. et F.; at lower left: Daman ex. On the verso, in pen: the 
letter r within a circle.

Impression in the II/VI state, with the address of the printer Daman. No impressions of the first state 
are known; its existence is inferred by analogy with Biscaino’s other prints.

An exceptionally fresh and strong impression, with clearly visible wiping scratches characteristic of 
early impressions, the image showing through on the verso. On laid paper with watermark (cross  
within a circle, not clearly legible). Trimmed to the platemark, which remains visible. In excellent 
overall condition.

References:  Mary  Newcome  Schleier,  Some  preparatory  drawings  for  prints  by  Biscaino,  in 
Paragone n 345; Le Blanc 28; Bartsch 9; TIB 9 (186), Commentary .009.



39. Giovan Gioseffo Dal Sole

(Bologna, 1654 – 1719)

Envy
Etching
178 × 129 mm

Bartsch  records  three  engravings  by  the  artist,  while  Gori  Gandellini  lists  five.  The  subjects 
generally derive from Lorenzo Pasinelli, under whom Sole trained; this plate alone is traditionally 
connected with Guido Reni.

In the impression illustrated in  TIB, the inscription at lower left reads:  Guid. R. inv. del., and at 
right:  Iosph Sole sculp. In the present impression, however, the letters  uid are replaced by an  M. 
Bartsch  reports  that  the  inscription  may  instead  read  G.  N.  Zanii  del.,  which  would  imply  a 
derivation from an invention by Giovanni Battista Zani.

Excellent impression with light plate tone, on laid paper with watermark (shield bearing the Medici 
arms). Small margins. In excellent overall condition, except for a reconstructed upper left corner.

References: Bartsch, XIX, pp 328/331, 1; T.I.B. 43, 1(329); Benzit, 1966, vol 8, p 11.



40. Pietro Francesco Menarola

(Bassano, 1665 – 1700)

Saint John the Baptist in the Wilderness, after 1684
Etching
208 × 263 mm

An engraving after Jacopo Bassano, unrecorded by Charles Le Blanc and Georg Kaspar Nagler. The 
painting is now preserved in the Museo Civico di Bassano (inv. no. 19).

Below  the  image  is  an  engraved  dedication  to  Giovanni  Battista  Rubini,  Bishop  of  Vicenza, 
appointed in 1684. Further below, in italic script: Jacobus Ponte pinxit and P. F. Menarola sculpsit, 
followed by D. e E., and the publisher’s address: in Bassano per il Remondini. The Remondini were 
a family of printers and print dealers active from the mid-17th to the mid-19th century, based in 
Bassano with an international distribution network.

Superb,  fresh  and  strongly  contrasted  impression  on  laid  paper  without  watermark.  Irregularly 
trimmed: to the platemark at top and bottom, and to the borderline at right and left. In excellent  
overall condition.



41. Andrea Appiani

(Milan, 1754 – 1817)

A Satyr Seated in a Landscape, 1808–1812
Lithograph
130 × 75 mm (image); 240 × 175 mm (sheet)

A rare print, probably printed by De Werz in Milan, and an early example of Appiani’s interest in 
the new lithographic technique.

From a historic Piedmontese collection, the composition shows a satyr seated on a rock, leaning on 
his thyrsus. At lower centre, inscribed: Appiani fec.  Below the image, in pencil:  Appiani fece and 
the number 1110.

Excellent impression on laid paper without watermark. In excellent overall condition, except for 
minor creasing of the sheet. Other impressions are preserved at the Cleveland Museum of Art and 
the National Gallery of Art.

References: Meyer (1872–1885): not described; Bellini,  Storia dell’incisione moderna, 1985, no. 
26, ill. p. 52.



42. Mauro Gandolfi

(Bologna, 1764 – 1834)

Saint Cecilia, c. 1806
Etching and burin
635 × 461 mm

Executed after Mauro Gandolfi’s return to Bologna following his extended stay in Paris. The print 
translates a painting by his father Gaetano Gandolfi, now lost.

A preparatory oil sketch dated 1791 (Christie's, New York, lot 33) lacks several details present in 
the print, including the cushion in the foreground, the organ pipes, and parts of the drapery in the  
background and in Saint Cecilia’s garments.

Below the  image,  engraved:  Il  pensiero  è  di  Gaetano Gandolfi  –  eseguito  e  inciso  da  Mauro  
Gandolfi / S. Cecilia. Impression in the II/III state (Davoli): the first before letters; the second with 
inscriptions; the third with the plate defaced.

Superb  impression  on  light  wove  paper.  Wide  margins.  In  excellent  overall  condition,  with  a 
thinning visible on the verso and some overall paper toning. Presented in a period gilt frame.

References: D. Biagi Maino,  Gandolfi Gaetano, Mauro, Ubaldo in  Dizionario Biografico degli  
Italiani, 1999, p 174; Z. Davoli,  La Raccolta di stampe "Angelo Davoli", 2000, 14537; F. Gozzi, 
Ubaldo, Gaetano e Mauro Gandolfi le incisioni, 2002, 30.



43. Giuseppe Longhi

(Monza, 1766 – Milan, 1831)

Bust of a Young Woman with a Turban, c. 1810
Lithograph
195 × 206 mm

A rare lithograph printed at  the workshop of De Wertz,  active in Milan from 1807.  The same 
establishment  also  printed  works  by  Andrea  Appiani  and  Giuseppe  Bossi.  At  lower  right,  the 
monogram G. L.

Superb impression printed in red ink, on thin laid paper with watermark (cursive letters F M). Very 
narrow margins. In excellent overall condition.

References: Calabi,  Saggio sulla litografia…, Milan 1958, no. 1; Leandro Ozzola,  La litografia  
italiana dal 1805 al 1870, Rome 1923, tav. III, fig. 5; Alberto Crespi, Giuseppe Longhi 1766–1831 
e la scuola d'incisione dell'Accademia di Brera, 1999, p. 49.



44. Domenico Morelli

(Naples, 1823 – 1901)

Portrait of a Woman, c. 1879
Etching and aquatint
160 × 130 mm

A rare print, considered the most accomplished among the four known etchings by the artist, both 
for the balance of chiaroscuro and the intensity of expression. Prandi notes that “the known prints  
by Morelli were all issued in very small numbers and were not numbered.”

On the verso, collector’s stamp of the Alianello Collection (Lugt 5K); at lower left, in pencil, an  
inscription by Alianello: Domenico Morelli. A comparable impression is preserved at the National 
Gallery of Art.

Superb impression with light plate tone. On thick ivory paper. In excellent overall condition, with 
minimal foxing.

References: Servolini p 547; Davoli 1955, p 43, 4; Prandi 1979, p 44, 3.



45. Giovanni Fattori

(Livorno, 1825 – Florence, 1908)

Portrait of a Man with a Cigarette Holder
Etching
160 × 105 mm

At lower right, signed in the plate. According to Baboni, the print is known in only two impressions  
(Franconi Collection; sale, Christie's, Rome, 16 October 1986, lot 117).

The sixth of Fattori’s etched portraits, and “without doubt the most successful” (Baboni) for the  
refinement of line.

Superb, fresh and strongly contrasted impression, with light plate tone. On thick white paper. Wide 
margins. In excellent overall condition.

References: Baboni–Malesci, p. 21; A. Baboni,  Le incisioni di Giovanni Fattori nella collezione  
Franconi, p. 124; A. Davoli, L’acquaforte Italiana dell’800, 1955, p. 34.



46. Édouard Manet

(Paris, 1832 – 1883)

Lola de Valence, 1863
Etching and aquatint
Plate: 265 × 185 mm

The print translates, with slight variations, Manet’s oil painting of 1862 (Musée d'Orsay), depicting 
the Spanish dancer Lola Melea, who performed in Paris in 1862. Published by the Société des 
Aquafortistes as no. 67 in Eaux-Fortes Modernes, second year, no. 2.

At lower left, signed in the plate. Below the image at left: Paris, Publié par A. Cadart & Luquet, 
Éditeurs, 79 Rue Richelieu. Further below, four verses by Charles Baudelaire, written and sent to 
Manet specifically for inclusion in this print. At bottom: Imp. Delâtre, rue Saint-Jacques, 363, 
Paris.

Impression in the III/III state, with additions in drypoint and aquatint, from the first Cadart edition 
with all lettering. Later editions include: a second Cadart edition without Ed. Manet Sculpt; a third 
lacking all lettering except the verses; a fourth edition of 50 impressions (1874); a further edition of 
30 impressions by Dumont; and a final edition of 100 impressions (1905) by Strölin.

Excellent impression on thick white paper, laid down on chine appliqué. Wide margins. In excellent 
overall condition.   

References: Harris 33; Guerin 23; Wilson-Bareau 34.



47. Giuseppe De Nittis

(Barletta, 1846 – Saint-Germain-en-Laye, 1884)

Seated Woman
Etching
Plate: 245 × 160 mm; sheet: 380 × 252 mm

A work from the artist’s early experimental phase in etching: the strokes are short and regular, and 
the biting lacks strong contrast. All four known impressions have the character of trial proofs.

The impression in the Bibliothèque nationale de France, acquired in 1886, bears on the verso a 
second offset impression. In Barletta, an example printed with partially wiped ink on the hair is  
known, together with a counterproof of the impression preserved at the Gallerie degli Uffizi.

In the rare impression offered here, De Nittis experiments with red ink: the chiaroscuro becomes 
more pronounced, and the figure gains volume and depth. At lower left, in pen: De Nittis. At right, 
blind stamp of the Libreria Prandi, Reggio Emilia. On the verso, oval collector’s stamp of Henri  
Marie Petiet (Lugt 5031), and at centre, in pen: -3036-.

Superb impression in red ink on laid paper with watermark (coat of arms with the letters AM; cf. 
Fiorani–Dinoia,  fig.  4),  the  same  watermark  as  the  impression  preserved  at  the  Uffizi.  Wide 
margins. In excellent overall condition, except for slight traces of previous mounting and minimal 
paper toning.

References: Beraldi 11; F. Fiorani, R. Dinoia, De Nittis incisore, n 3.



48. Luigi Conconi

(Milan, 1852 – 1917)

Intoxication (Ebbrezza), 1888
Etching and monotype
Plate: 237 × 500 mm; sheet: 405 × 560 mm

The sheet  is  regarded as  one of  the artist’s  masterpieces,  a  remarkable  example of  monotyped 
etching. The signature, executed in monotype, appears at  upper centre within the smoke of the 
cigarette.  At  lower  right,  outside  the  platemark,  a  pencil  dedication:  Al  sig.  Rudolf  Roth  con  
cordiale amicizia / L. Conconi.

Impression in the II/II state, with the two bottles engraved to the left of the glasses.

An exceptional impression with plate tone, printed on light Japan paper. Wide margins. In excellent 
overall condition.

References: Giolli 32; Mezzetti 238; Davoli n 4; Bianchi Ginex 24.



49. Luigi Conconi

(Milan, 1852 – 1917)

Portrait of Tranquillo Cremona, 1879
Etching and monotype
145 × 137 mm

Half-length portrait of the painter Tranquillo Cremona. The composition is reversed after a painting 
reproduced in the exhibition catalogue  Tranquillo Cremona e gli artisti lombardi del suo tempo 
(1938).  This  print  served  as  the  frontispiece  to  an  album  of  photographic  reproductions  of 
Cremona’s works by Icilio Calzolari, published by Vittore Grubicy in 1878 on the occasion of the 
posthumous exhibition held at the Ridotto of La Scala. An example of the album is preserved at the 
Accademia di Brera (library).

Raffaello  Gioli  records  that,  in  the  first  state,  the  title  VITA  ARTISTICA  /  TRANQUILLO 
CREMONA is engraved above the portrait. Two states are known: the first, of larger format, with 
the title; the second, with the plate cut down and reduced in height, without the inscription.

Impression  in  the  II  state,  printed  with  a  pronounced  plate  tone,  which  illuminates  the  face, 
emerging from the surrounding darkness. At lower left, above the engraved signature and date, the 
artist’s name has been reworked in monotype.

Excellent impression on thick white paper, commonly used by the artist.

References: Giolli, Luigi Conconi. Architetto, Rome-Milan, 2; Mezzetti 203; Bianchi-Ginex 27.



50. Adolfo De Carolis

(Montefiore dell’Aso, 1874 – Rome, 1928)

Self-Portrait, 1924
Woodcut printed from three blocks
275 × 203 mm

Executed twenty years after his first self-portrait, De Carolis here depicts himself at the age of fifty. 
He wears a characteristic Renaissance-style cap; his gaze is frontal, direct and self-assured. The 
furrowed forehead suggests past labours, while the lively eyes—tempered by a note of melancholy
—convey sustained creative vitality.  In  his  right  hand he holds a  gouge,  the tool  of  the wood 
engraver. At upper centre, engraved: A. De Carolis Picenus Ae. S.L. MCMXXIV. Unique state.

Excellent impression on smooth ivory paper. Wide margins. In excellent overall condition.

References: Angelo Conti,  Esposizione romana delle opere di Adolfo De Carolis, 1929, no. 30; 
Amadio–Papetti,  Adolfo De Carolis con gli occhi del mito, pp. 44–45; Manuela Rossi,  Adolfo De 
Carolis. XV Biennale di xilografia, p. 16, ill. no. 12.
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