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THE ADORATION OF THE SHEPHERDS 
 
Anonymous / ambit of Giovanni da Nola
Probably Milan, Italy; 1561 (the present example, ca. 1800)
Silver (repoussé technique) applied to a wood backing 
Approximate size: 12 x 9.5 in. (including frame)

Examples of this relief are widely circulated throughout Europe. Many 
reproduce an inscription along the architrave: PARM INVENT, along with 
the date, 1561, on an exposed fragmentary column along the lower margin, as 
observed on the present example. The majority of examples are cast in bronze, 
with most being later in facture. Copies are also known in wood, marble, 
stone, ivory, cartapesta and even painted versions, attesting to its widespread 
popularity over several centuries.

The relief’s author has long been debated and is often mistakenly given to the 
16th century goldsmith Gian Federico Bonzagna. Attributions to Parmigianino 
and Pelligrino Tibaldi have also been forwarded. However, the low relief style of 
the composition is indebted to the Iberian influences penetrating Naples and 
Milan during the mid-16th century, particularly in the ambit of Giovanni da 
Nola. Stylistically, the figures and relief-work recall the steel-repoussé armorers 
of Milan.

Silver repoussé versions of the relief, like that offered here, are datable to 
the end of the 18th century and beginning of the 19th century. The Church 
of Santa Maria del Carmine in Milan has an example which features an 
inscription of 1808 and an example in the Civic Museum of Brescia features 
the date 1804 written on its reverse. Another at the Castello Sforzesco in Milan 
is set into a wooden support featuring the date of 1792.

Condition: commensurate with age, set into a sophisticated modern frame

Provenance: an old German collection (see wax seal on reverse backing)



THE PRESENTATION OF CHRIST
 
Christoph Lencker 
Augsburg, Germany; ca. 1610-13
Silver; 119.5 x 149.3 mm

Though a later cast, the reproductive quality of this thick, silver plaque is 
breathtaking. Every detail of the original silver model is captured in fine detail. 
The result is a stunning, dramatic and exquisitely fine artwork that highlights 
the craftsmanship and skill of its original maker: the Renaissance Augsburg 
silversmith Christoph Lencker, whose hallmark is likewise reproduced, stamped 
into the relief along with the Augsburg mark for the years 1610-13. 

This relief has not been discussed in the literature, likely due to its rarity. 
The original is probably lost, though was preserved by the foundry producing 
this cast, ca. 1800. Another cast (from the same foundry) was available in the 
German art market during the 2000s. A complete bronze cast belongs to the 
Museo Lazaro Galdiano in Spain and two additional late bronze casts have 
appeared in the art market over the past decade. A painting of the subject in 
the private market is also known which may suggest a shared common source 
for its design.

A stellar work by an exceptional hand, Christoph Lencker belonged to the 
Lencker dynasty of gold and silversmiths active in Nuremberg and Augsburg 
throughout the 17th century. Many of their works form important additions to 
museum collections around the world.

Condition: a later, probably late 18th century cast of exceptional quality 
(directly reproducing the original). Set in a modern frame (not shown).

Provenance:
a private Viennese collection
a private collection (Dorotheum auction, 30 Mar 1998, No. 1253)



THE VISITATION

Anonymous 
Probably Rome, Italy; 16th century
Bronze; 93.8 x 112.4 mm

An exquisite and rare relief plaquette depicting the Visitation. Other examples are 
known in only a minority of collections, mostly private. The example offered here 
is the best known cast. Though rubbed at the high points (with some loss to the 
gilding), the detail maintained by this example is lovely. In particular, the chiseled 
texture, executed by the steady hand of a Renaissance goldsmith, is apparent and 
glistens marvelously under proper light. 

Provenance: ex-collection of Pablo Bosch, important donor to the Prado Museum 
in Madrid. His Renaissance medal collection, the largest of its kind in Spain, is still 
retained at the Prado while his plaquette collection, formed during the late 19th 
century, was retired to the private market.

SALOME AND THE BEHEADING OF JOHN THE BAPTIST

Anonymous
Probably French; 17th century
Silver; 101.5 mm

A rare and exceptionally realized relief sculpture depicting the Beheading of John the Baptist. 
While discussing a bronze cast of this plaquette in the Walcher von Molthein collection Braun 
(1919) notes that a drawing by the Swiss painter, Hans Bock, reproduces a scene of similar 
character to the present plaquette, suggesting a print may have served as a model for both the 
sketch and the realization of this relief.

This plaquette has generally been given a late 16th century South German (Augsburg) 
association though we retain also the possibility it could align with the early-to-mid 17th century 
artistic milieu of France. 

Condition: a later, probably late 18th century cast of exceptional quality (directly reproducing 
the original)



16TH CENTURY GILT RELIQUARY BASE  
WITH MODERN WHITE CORAL
 
Approximate size of base: 5 x 5 x 2.5 (h) in.
 
An early 16th century gilt bronze French reliquary base with a rock 
crystal cabochon and modern fragment of preserved white coral.

The gilt base, ca. 1525, is comparable with the base of a reliquary 
featuring standing angels at the Musee de Cluny (Inv. CL14082).

Beset with a fabulous rock crystal cabachon. Old inventory number 
beneath the cabachon mount: No. 6790

Wear commensurate with age and a loss to the lower left corner of the 
rock crystal cabochon. Coral is not permanently mounted.



A PAX OF THE IMAGO PIETATIS

Anonymous 
Spain; early-to-mid 16th century
Bronze/Copper, Silver (on wood backing); 88.5 x 112.8 mm 
 
The present pax depicts Christ as the Imago Pietatis, a subject widely popular 
throughout Renaissance Europe. The subject espouses Christ’s humility and 
empathizes with the suffering pilgrims and peoples of old Europe.

A Spanish attribution for the present pax is designated by the inscription 
along its base, cobre, indicating the word “copper” in Spanish. Also indicative 
of a Spanish origin is the use of naïvely realized putto appliques in the upper 
corners of the arch as found on other paxes originating in Spain. Further, the 
incorporation of the cross pattée, along its base, is also a traditional feature 
common to paxes made in Spain.

One other later cast example of this pax is known in which the appliques are 
cast integral with the relief, and the drapery, facial characteristics, nimbus 
and crown of thorns have been remodeled by a new hand. The original finials 
flanking the pediment of our present pax have been excised. 

Condition: Contemporary repouseé silver relief applied to a wood backing, 
cast silver appliques and entirely gilt copper pax frame and handle. Minor 
losses to gilding and some tarnish present within the recesses of the silver 
parts. Damage to the nose of Christ and losses along the lower central portion 
of the tomb, exposing the wood beneath. The word “cobre,” probably later 
chased into the lower underside of the pax base, indicating its presence in 
Spain and the material in which it was cast (“copper”). Finials atop the left 
and right of the pax have been excised at an early date.



PENITENT MAGDALENE

Anonymous
Flemish or Netherlandish; first half of the 17th century
Bronze; 122.7 x 150.3 mm

This Northern, probably Netherlandish relief plaque, is loosely based upon a 
painting by Abraham Bloemaert, later engraved and popularized by Willem 
Swanenburgh I in 1609. Only one other example is known in the private art 
market. Two other casts are in museum collections at the Bowdoin College 
Museum and the Museo Frederic Mares in Spain. A Baroque example in pressed 
tortoise shell is also known in the art market.

Provenance:
Private collection (Accademia Fine Art auction, 20 Sep 2012, Lot 99)



A SCULPTURAL APPLIQUE OF JOHN THE BAPTIST
 
Anonymous
Probably Venice or Sienna, Italy; 16th century
Bronze

An exquisite applique of moderate-to-fine quality, probably intended for a 
private devotional tabernacle niche or altar cross. 

The manner and style of this sculpture follows closely with a full-length 
figural Baptist at the Cleveland Museum of Art.

Similar examples are located in other private and public collections, such 
as another figurine at La Spezia (Museo civico Amedeo Lia).

In literature, the work of this unidentified sculptor has been variably 
compared against the workmanship of other known sculptors like 
Alessandro Algardi, Jacopo Sansovino and Ercole Ferrara.



A PAX OF THE PIETA, AFTER MICHELANGELO

Attributed to Jacopo and/or Ludovico del Duca
Rome, Italy; ca. 1580
Bronze; 115.1 x 170.2 mm

The small bronze Pieta relief cast integrally with its frame for use as a pax follows after 
a prototype by Michelangelo made during the early 1540s. Michelangelo created a 
presentation drawing of this Pieta for Vittoria Colonna, an esteemed noblewoman 
with whom he shared corresponding spiritual beliefs inspired by progressive 
Christian reformists. Michelangelo’s Pieta relates to Colonna’s Lamentation on the 
Passion of Christ, written in the early 1540s and later published in 1556. In her 
Lamentation Colonna vividly adopts the role of Mary in grieving the death of her son. 
Michelangelo’s Pieta was likely inspired by Colonna’s writing, evinced through the 
corresspondence of his design in relationship with Colonna’s prose.

The most recent scholarship concerning this pax suggests it was made in the 
workshop of Jacopo or Ludovico del Duca, both successful sculptors and bronze 
casters. In particular, Jacopo was serving as Michelangelo’s assistant at the time of his 
death and subsequently inherited several of his projects. 

Condition: Contemporary cast. Gilt obverse and reverse. Contemporaneous gilt and 
separately attached handle. Modestly rubbed gilding along the high points of the 
relief. Cherub head along the base and scalloped shell at the top flattened due to 
wear or repeated falls. Warping along the upper right pediment, probably due to a 
casting flaw during cooling. Finely finished with elaborate punch work.



THE ADORATION OF THE SHEPHERDS (two versions)

Matthaus Wallbaum
Augsburg, Germany; ca. 1610-13
Silver; 86 x 118.9 mm (large plaquette), 108.4 x 74.4 mm (small plaquette)

The small relief depicting the Adoration is a rare cast of exceptional quality 
which defies all previous scholarship on this remarkable and influential relief 
(see enlarged image on following page). Weaker cast variants of this model 
are known in museum and private collections. Scholarship has traditionally 
attributed the relief as an Italian work by Giovanni Bernardi, but this 
attribution is incorrect. 

The author of this relief was Matthias Walbaum of Augsburg, the celebrated 
maker of small silver reliefs whose work adorns numerous ebonized wood 
tabernacles, altar crosses, furniture and cabinets in various important museum 
collections throughout Europe and America. The attribution is made certain 
by the use of his hallmark (a tree or flower within a shield), reproduced on this 
extraordinarily fine cast. Also reproduced is the Augsburg stamp for the  
years 1610-13. 

The retention of a flange featured on this cast suggests the original was 
likely intended for setting into a table altar like one other example at the 
Germanisches Nationalmuseum. Though the altar is unsigned, it is already 
attributed to Walbaum’s workmanship. 

The larger Adoration (left) also features commensurate hallmarks and was 
perhaps a small study for the larger panels found on the Frederiksborger altar 
made by Wallbaum for Christian IV of Denmark around 1610-15. 

Condition: later, probably late 18th century casts of exceptional quality (directly 
reproducing originals)





17TH CENTURY ROMAN ALTAR CROSS 

A 17th century Altar Cross, derivative of the school of  
Guglielmo della Porta in Rome.

Approximate size: 25.75 x 11.5 x 4.75 in.

The present altar cross, once intended for private devotion within a home or 
small chapel, consists of three free-standing gilt bronzes in-the-round, depicting 
the crucified Christ, John and Mary with hollow-backed silver cast appliques 
of Christ at the column and a weeping Magdalene. Skilled craftsmanship is 
evinced in the finely cast bronzes and silver pieces which feature elaborately 
punched scroll-work and stippled treatments to add texture to the draperies.

The effigy of Christ reproduces a model by the Roman goldsmith and sculptor, 
Guglielmo della Porta. This model of Christ was widely popular, with examples 
reproduced variably by Guglielmo’s workshop assistants and copied later by 
descendants from his school and style.

The overall altar cross exemplifies Guglielmo’s influence with its use of pious 
figures in fine metal, posed in the figurative expressions typical of late 16th 
century Rome. Guglielmo’s import of some of the finest South German 
craftsman are again exemplified by the feature of an ebonized wood fixture for 
the cross.

In particular, the present altar cross recalls some of the character of the 
Reliquary Cross of the Medici Chapel at the Tesoro dei Medici or his assistant, 
Jacopo Cornelis Cobaert’s extravagant altar cross now found at the Palazzo 
Venezia in Rome. The general form and flanking bases beset with spiraling 
openwork silver appliques also recall a home altar at the Convent of St. 
Catherine in the Netherlands.

The masks featured along the upper base are from the same mold used for a 
pair of gilt silver masks featured on a late 16th century small Italian altar at the 
Kunsthistorisches Museum in Vienna, Austria (Inv. Schatzkammer, GS D 176).



Condition: Some losses to the beaded borders running along the left and right 
edges of the tiers. A group of silver appliques forming the arch above Christ 
tied to the column, lost. Crown of thorns lost. A slight crack running down the 
length of the cross, repaired. An early wood reinforcement added to securely 
mount the weeping Magdalene and her base to the foot of the cross. Some 
sinking of the upper base due to shrinking of wood over time. Rear supports 
to the base of the cross along the reverse added and overall ebonized wood 
restorations made recently. Central silver applique of a winged putto probably 
an early 18th century addition, perhaps replacing a cartouche once bearing the 
emblem of a noble family. Overall in a condition commensurate with its age.

Provenance:  
from the estate of Princess Lilian of Belgium (1916-2002).





SCARCE 15TH CENTURY BRONZE PLAQUETTE OF  
BACCHUS DISCOVERING ARIADNE ON NAXOS, 
CIRCLE OF DONATELLLO

Circle of Donatello, possibly Bertoldo di Giovanni
ca. 1455; probably Florence, Italy
Bronze; 78.5 x 58 mm

This large plaquette of Bacchus Discovering Ariadne on Naxos is a freehand 
interpretation after an antique Roman sardonyx cameo dating to the 1st or 2nd 
century AD and depicting a scene in which the sleeping Ariadne is discovered 
on Naxos by Bacchus who takes her as his wife.

The creation of the present plaquette is an apparent celebration of the 
aforenoted cameo, esteemed highly during the Italian Renaissance. Its greatest 
distinction is found in its reproduction as one of the tondi decorating the 
inner courtyard frieze at the Palazzo Medici in Florence, overseen by Donatello 
and his workshop.

The Florentine presence of the cameo can be observed in other works of the 
period such as its inclusion on the frontispiece of Francesco Rosselli’s work on 
Ptolemy, made ca. 1476-80 and on several illuminations by Monte and Gherardo 
di Giovanni di Miniato del Fora: Livy’s De Secundo Bello Punico, ca. 1479, and 
Pliny’s Natural History. Noteworthy is Minato del Fora’s workshop which was 
adjacent to the Palazzo Medici.

The cameo’s motif also appears on Fra Carnevale’s 1467 painted altarpiece on 
a panel of the Birth of the Virgin for the Church of Santa Maria della Bella in 
Urbino.

Most noteworthy of our plaquette’s association with Donatello is its connection 
with a cognate plaquette of Eros Driving a Biga, equally scarce, exact in scale, 
and also reproducing another of the tondi at the Palazzo Medici. The impetus 
for the Eros Driving a Biga plaquette is found on a medallion adorning the 
bronze Bust of a Platonic Youth, attributed to Donatello or his circle, made ca. 
1453-54, and featuring another enlarged freehand interpretation of the Eros 
Driving a Biga motif. 

An attribution to Bertoldo could be suggested on stylistic grounds. A 
comparison of Bertoldo’s manner in rendering the male upper body reveals a 
consistent portrayal of the pectorals and abdomen (see for example, Bertoldo’s 
bronze of Hercules with the Apple of Hesperides). The abdomen is contained in a 

defined ovular shape, separated into halves by a sculpted channel that descends 
to the navel. A small protruding belly is sometimes featured, accentuated by an 
indented upright crescent along the lower abdomen. The pectorals are toned 
and unpretentious, carrying the vertical channel up to the base of the neck. 
The modeling of the draperies are stiff yet undulating with their curved and 
weighty folds defined by thickly carved channels which feature on Bertoldo’s 
large reliefs at the Palazzo Scala and appear scaled to the same effect on the 
smaller reliefs of Ariadne on Naxos and Eros Driving a Biga.

Though not as apparent, the modeling of hair between the small bronze 
reliefs and some of the characters featured on the Palazzo Scala appear related, 
making use of repeated strokes that give the impression of stylized hair. Most 
convincing are the horses belonging to the Eros Driving a Biga relief which are 
uniformly modeled in league with Bertoldo’s manner. Manfred Leithe-Jasper 
notes Bertoldo’s signature use of a semi-circle to connote the definition of the 
cheeks on his modeled horses, a feature present on the Eros plaquette. 

The face of the horses likewise follow after Bertoldo’s unusual caricature-like 
rendering of their heads with eyes protruding under bulging lids, defined by 
thick integrally cast strokes. Their nostrils are gaping and their mouths are 
unnaturally recessed down the length of their head. A series of monotonous 
strokes define where their heads meet their necks, implying the folding and 
stretching of skin. The manes are short and lack vitality while their tails are a 
chief indicator of action, also rendered by wavy thick strokes accentuated by a 
dark patina. The straps of the horses’ bridles on the Eros plaquette also follow 
closely with those featured on the horses of Bertoldo’s Vittoria relief at the 
Palazzo Scala. The emphasis on the extensors of their legs, which are defined 
by thickly carved channels in the Eros plaquette, are analogous with the legs 
of horses depicted in Bertoldo’s other works. Consistent also is his employ of 
pointed ears which appear used to define a sense of motion for each horse. 
Lastly, Bertoldo’s lack of reliance on intensive afterwork on the cast bronze is 
evident among these plaquettes, a practice commensurate with his skill as a 
caster and forethought as an artist.

The stylistic manner of these reliefs, if not by Bertoldo himself, should derive 
from another qualified artist belonging to Donatello’s circle, realized in the 
ambit of the tondi he oversaw for the Palazzo Medici.

Condition: A contemporary cast with a handsome warm brown patina. The 
finest of three documented examples (one lost during WWII, the other on 
display at the Metropolitan Museum of Art). Pierced at top.





A COLLECTION OF FOUR 15TH CENTURY ALL’ANTICA  
BRONZE ITALIAN PLAQUETTES 

After Classical gems 
Florence and Rome, Italy; 15th century 
Bronze; sizes available upon request 
 
Inspired by a fascination with ancient glyptics, the revival of the Classical world 
in Renaissance Italy resulted in the preservation and dissemination of treasured 
carved gems in the noble medium of bronze.

In Rome, Pietro Barbo (future Pope Paul II) established a foundry in his 
Palazzo Venezia where bronze medals and plaquettes cast after carved gems in 
his collection were produced and shared among other collectors and nobles. 
In Florence, the formal academy in the San Marco Gardens of the Palazzo 
Medici, operated by Donatello’s former collaborator, Bertoldo di Giovanni, 
was established as a place where blossoming Florentine artists could thrive 
in the cultural activities patronized by Lorenzo de’ Medici, godfather of the 
Renaissance. In similar fashion, bronze casts of the prized gems in the Medici 
collection were also cast in bronze. The facture of such objects may have been 
ample opportunity for Bertoldo to impart his wisdom in bronze casting to early 
novices like Michelangelo, Pietro Torrigiani, Adriano Fiorentino, et al.

The Achilles Overcoming Troilus gem and subsequent bronze casts may have 
inspired Bertoldo’s masterpiece bronze of Bellerophon Taming Pegasus or could 
have likewise inspired the horse-tamers featured on the frieze of Dontello’s San 
Lorenzo bronze pulpits. The motif is featured on at least one early Renaissance 
manuscript and also appeared on a fresco by Ansuino da Forli from the 1450s 
at the Church of Eremitani in Padova and as the reverse to a Renaissance 
medal in tribute of Cecco d’Ascoli. At least one example featured on a 
rectangular ground was appropriated for use as a relief for a bronze desk casket 
(Mario Scaglia collection). Though not as common as casts of the Centaur, to be 
discussed, casts of the Achilles are known in a fair number of private and public 
collections worldwide.

Casts of the Dionysiac Centaur were probably made in Barbo’s Roman foundry. 
An early cast example likely served as a model, among others, for the stone 
tondi of the Palazzo Medici courtyard overseen by Donatello and his workshop 
during the 1550s. Donatello also reproduces the motif as a pectoral ornament, 
half-obscured, on the cape of Holofernes on his famous Judith and Holofernes 



bronze statue in Florence, a probable stimulus for free copies of other all’antica 
plaquettes produced by Donatello’s Florentine followers. Lorenzo de’ Medici 
later owned the Centaur gem, acquiring it from Barbo’s estate. Many casts of 
the Centaur are known in private and museum collections around the world.

Casts of the Asclepius plaquette are scarce. Only one other privately held and 
unpublished example is known. Remaining examples are at the National 
Gallery of Art, Grassi Museum (possibly lost in WWII), Berlin and the 
Hermitage Museum. The original gem may have been in the Medici collections 
as the Florentine illuminator Gherardo di Giovanni di Miniato del Fora 
reproduced the gem on an illuminated title page of Pliny’s Natural History 
along with other designs after antique gems in the Medici collection. The motif 
appears on several other Florentine manuscripts from around the year 1490.

Casts of the Hermaphrodite Attended by Three Cupids are also quite scarce. Other 
known casts are in Berlin, the Museo Correr, National Gallery of Art and 
Museo Oliveriano in Pesaro. The original gem was formerly in the 17th century 
collection of Cardinal Leopoldo de’ Medici, probably by descent, and is quite 
likely a cast of Florentine origin in Bertoldo’s workshop or his ambit.

Of the casts offered in this group, three of the original gems survive today: 
The Achilles Overcoming Troilus, an antique sardonyx cameo in the Earl of 
Yarborough’s collection (UK); the Dionysiac Centaur sardonyx cameo at the 
Museo Archeologico Nazionale in Naples; and the Hermaphrodite at the Museo 
Archeologico in Florence.

For additional details, references, images or information, as well as the 
illustrious provenance of these four plaquettes, please contact us.



17TH CENTURY BRONZE PLAQUE OF THE  
FLAGELLATION OF CHRIST
 
Anonymous
Spain / Spanish Netherlands / Italy (?); early 17th century
Brass/Bronze; 180.1 x 148.4 mm

An exquisitely detailed low relief 17th century plaque depicting the Flagellation 
of Christ.
 
Roberto Paolo Ciardi first documented an example of the Flagellation of Christ 
relief from the Cagnola collection, commenting on the object’s Northern 
appearance yet also its possible influence from Venetian prototypes from the 
last half of the 16th century. A decade later an example from the Molinari 
collection at Bowdoin College was discussed by Ingrid Weber who suggested a 
Spanish origin for it based on certain characteristics, in particular the feathered 
headdress worn by the right-most attendee in the scene. Weber also noted the 
style of the nimbus surrounding Christ which likewise hinted of a Spanish 
origin. Weber identified the source for the relief, a 1593 engraving by the 
Flemish artist Aegidius Sadeler II who was active in Rome at the time. The 
engraving reproduces a distinguished painting by the Italian artist Giuseppe 
Cesari d’Arpino. The vibrant composition is known by a quantity of other early 
sketched and painted reproductions and Weber cites one additional plaquette 
modeling its design after Sadeler’s engraving. More recently, Francesco Rossi  
considered the Flagellation of Christ to be the production of a Flemish sculptor 
from the early 17th century while Mario Scalini followed Rossi’s assessment for 
a possible Flemish origin in his updated catalog of the Cagnola collection.

The author of the present relief was likely inspired by the sculptural volume of 
the figures comprising Sadeler’s engraving, thus making it an ample printed 
source from which to render a low-relief plaque. While the compositional 
invention is not the sculptor’s own, his ability to translate the design into relief 
is of utmost talent. The intense musculature of the figures is convincingly 
translated and the expert casting of the present plaque preserves an incredible 
level of fine detail rarely accomplished in the medium.

The present relief is known by only four additional documented examples, 
two gilt in silver and two in gold. Each example varies with respect to their 
surface treatment and the group is probably the collective product of a single 
master and one or more assistants. The reverse of the Cagnola collection 



example features the same canvas texture reproduced in the present cast, 
crudely patinated with a reddish-brown lacquer with traces of blackened resin 
and likewise featuring a small marginal lip. The conforming treatment to the 
reverse of the plaques indeed indicates the Flagellation of Christ reliefs are likely 
the contemporaneous output of a single workshop. The upper margin of the 
present relief appears to have been trimmed or carefully filed away, resulting in 
the unusual lack of a lip along its upper margin. A series of at least four casting 
sprues were integrated along the top margin, evident by slight protrusions 
where they were merged with the relief model. The presence of the canvas 
texture on the plaque’s reverse indicates the relief was prepared in wax or clay 
against a canvas board. The ground must have wrapped over the edges of the 
board, resulting in the integrally cast lip reproduced along the margins of the 
plaque.

Of the four additionally documented casts the Cagnola and Bowdoin examples 
feature the least amount of treatment with respect to the relief’s surface. A 
simplified nimbus and handsomely scrolled pattern in the drapery of the 
flagellants characterizes the Cagnola example, while a stippled texture rendered 
by a finely handled punch tool suffices for the draperies and floor pattern of 
the Bowdoin cast. The Carrara example is the finest in quality with all details 
of the relief crisply featured. Its finishing incorporates a complicated pinstriped 
perizonium for Christ and a diamond-patterned cloak for one of the scene’s 
attendees while other characters boast finely executed punched draperies. The 
present example, however, is the most complicated in respect to its surface 
details. The finely punched drapery of the flagellants is expertly handled, 
while the flagellant on the right features additional textures on his garments, 
rendered through hammered, hatched and striated treatments. Like the Carrara 
example, Christ’s perizonium is pinstriped though the present relief differs 
from others with its ornately patterned cloaks featured on the left and right-
most characters in the scene.

In consideration of the composition’s diffusion through painted and engraved 
reproductions it becomes difficult to place an exact locus for its origin. The 
Netherlands, Italy and Spain are all worthwhile considerations. However, the 
present author leans more strongly toward a Spanish origin primarily due to the 
decorative textures exhibited on the clothing of the relief. Christ’s pinstriped 
perizonium is a common feature found in Spanish art though it can appear at 
times in Flemish depictions of Christ and with a bit less frequency in Southern 
Italian depictions. Of particular note are the ornately patterned textures on the 
left and right-most characters on the present relief. While similar textures can 

sometimes appear on Flemish reliefs they tend to recall the estofado technique 
used by Spanish painters in the art of polychromy and patterning of drapery 
upon wood sculptures.

Condition: Contemporary cast. Gilt obverse, rubbed along the margins and 
high points of the relief. A slight scratch to the surface running along the 
abdomen of Christ. Slightly incuse reverse reproducing the canvas ground 
upon which the relief was worked. A marginal lip present along all sides save 
for the upper margin. A reddish brown lacquer painted over the reverse. Caked 
blackened resin residue present on portions of the reverse. Set into a modern 
frame.



AN IMPORTANT GILT BRONZE CORPUS, CA. 1600, ITALIAN
 
Anonymous
Probably Rome, Italy; ca. 1600 
Bronze; 13 (h) x 11 (w) in.

The eloquent physiognomy of this corpus evinces the quality of an able-hand 
and one probably subject to the Roman influence of Gugliemo della Porta and 
his circle, bearing the vestiges of Michelangelo’s influence. Its remarkable detail 
and superbly modeled anatomy suggests a sculptor trained as a goldsmith. 
However, the work is not entirely Roman in essence. The facial character of 
this Christ features a thick brow-line, high cheek-bones, and wavy, thickly-
modeled hair which suggests a Northern influence. It’s possible its creator was 
a Northerner active in Rome like others of similar ilk who traveled from the 
North to Italy to work (Giambologna, Willem Danielsz van Tetrode, Adriaen 
de Vries, et al).

Only one other example of this crucifix is identified, known by an example at 
the Metropolitan Museum of Art (MET Inv. 1981.76a–c), mounted to a bronze 
base by the Veronese sculptor Giuseppe de’ Levi, ca. 1590-1600.

The striking character of this corpus, both noble and elegant and less explicit 
in its suffering, presents a fine blend of styles that establish a work considerably 
unique for its time. The present corpus follows closely with the MET’s example, 
differing slightly with regard to the manner in which the perizonium wraps 
around Christ’s proper-left hip and in the degree of attention to cold-working 
of the bronze.

Condition: burnished bronze, gilt. Composed of four hollow cast pieces (torso/
head, legs, arms). Gilding and casting method commensurate with the MET 
example. A cast of moderately less fidelity when compared with the MET 
example, but still quite probably from the same workshop. Nimbus and screw 
a later replacement, probably early 18th century. Carefully chased nail beds. 
Cracks and fissures either from damages or possibly cooling of the bronze post-
casting. Various evident circular plugs along lower legs probably sealing the 
location of casting sprues or correcting minor flaws from the casting process.





A GILT BRONZE PAX BY SEBASTIANO TORRIGIANI  
FROM THE WORKSHOP OF GUGLIELMO DELLA PORTA
 
Sebastiano Torrigiani, workshop of Guglielmo della Porta
Rome, Italy; ca. 1570-77
100.1 x 148.8 mm

This gilt bronze pax depicting the Pieta is derived from a design by the Italian 
sculptor Guglielmo della Porta, a larger version of which, was modeled by his 
assistant Jacob Cornelis Cobaert in Rome around the year 1570. Giovanni 
Baglione’s 1642 publication of Cobaert’s artistic career mentions a “Christ 
expired in the arms of the Virgin Mother, most beautiful.” The 1609 legal 
proceedings of Guglielmo’s son also mention a “dead Christ in the arms of 
the Virgin” that Cobaert made using Guglielmo’s designs. In those same 
documents Cobaert himself mentions a Pieta he modeled in clay while active in 
Guglielmo’s workshop.

This Pieta motif was widely produced in Guglielmo’s workshop. A gilt cast 
at the National Gallery of Art is the finest example of this production (Inv. 
1989.57.1). The design became tremendously popular in Italy and abroad. 
Ulrich Middeldorf called it the “most famous sacred image in Europe around 
the year 1600,” and this can be confirmed by the quantity of surviving copies 
cast in bronze and its reproduction in a variety of mediums.

Our contemporaneous smaller version of this design, cast integral with its pax 
frame is a rare production confidently attributed to the influential workshop 
of Guglielmo della Porta. An immediate relationship is observed in the fluid 
expressiveness of the characters, the finely rendered undulating drapery, as 
well as the modeling of Christ’s face which, though unfortunately rubbed due 
to wear, closely corresponds with the same features of Christ depicted on the 
small reliefs of the Flagellation (Victoria & Albert Museum) and Risen Christ 
(Metropolitan Museum of Art), attributed to Guglielmo and intended for use 
on paxes.

An additional correlation of the pax with Guglielmo’s workshop is the 
punched addition of an anthropomorphic sun and moon, uncommon in 
Italian art, but which appear on other works by Guglielmo such as his Mount 
Calvary relief or the panel for God’s Charity on the funeral monument for Paul 
III at St. Peter’s Cathedral.



The integral frame of the Pieta pax further connects it with Guglielmo’s 
workshop, in particular, his assistant Sebastiano Torrigiani, with its 
scrolling volutes and finely chiseled foliates precisely corresponding with the 
ornamentation featured on Torrigiani’s 1581 altar service commissioned 
by Pope Gregory XIII for the Sacristy of San Giacomo Maggiore. Especially 
commensurate are the winged cherub heads whose disposition represents the 
type identifiable with Torrigiani’s output, characterized by their cool and serene 
personality with pupils delineated by a small delicate punch and feathered 
wings, smoothly polished, graciously curved, and outlined by a modest bevel. 
The acanthi along the lower edges of the pax also correspond with those on 
the base of his altar service for San Giacomo Maggiore with their beautifully 
chiseled and channeled grooves allowing for the effect of light to dance upon 
their surfaces.

Although the San Giacomo Maggiore altar cross and candlesticks were made 
four years after Guglielmo’s death, its reasonable to suggest Torrigiani was 
earlier employing these motifs while serving as Guglielmo’s chief assistant 
during the 1570s. Guglielmo’s workshop was making paxes during this late 
period as evinced by his 1577 inventory which cites “three silver paxes with a 
gilt-metal back, and one in gilt-metal.” In accordance with this description, the 
Pieta pax indeed features a thinly cast gilt metal reverse, separately applied, a 
feature distinctive of a high quality workshop whose production distinguishes it 
from that of provincial workshops producing paxes in that period.

Examples of this Pieta pax model are particularly rare, with the present example 
being the only known cast identifiable as a production made in Guglielmo’s 
workshop. A handful of unpublished examples of slightly later facture are 
located. They are heavily afterworked and fall logically within the trend of serial 
production by later and less sophisticated workshops.

Torrigiani is best-known for the colossal bronze figures of St. Peter and St. Paul 
he cast for the top of the columns of Trajan and Marcus Aurelius in Rome 
between 1585-87.

Provenance: Cyril Humphris (NYC)



15TH CENTURY BEJEWELED FRENCH PAX  
DEPICTING THE NATIVITY

Anonymous 
France; ca. 1460s-70s
Approximate size: 101.3 x 78.2 mm

The present pax features a small plaquette relief of the Nativity, known by 
several independent examples (National Gallery of Art, Victoria & Albert 
Museum, et al). Our object is the only example in which this plaquette survives 
in its original intended context, for setting into a pax frame.

The present bronze relief was once silvered (with some traces still remaining). 
The design of the relief may have been inspired by a painted miniature 
illumination of the subject, considering the close ambit of illuminators with 
goldsmiths of the period. The Nativity scene also recalls later woodcut designs 
found in French Book of Hours datable to the last decade of the 15th century. 

An inscription navigates the border of the design: NATIVITAS DOMINI 
POVR NOVS DEMOSTRER HUMILITATE DIEV VOVLSIT NAISTRE EN 
POVVRETE.

The pax is convincingly datable to the 1460s-70s based on its comparison with 
another pax at the Musee de Cluny (Inv. Cl.9188) probably from the same 
workshop and featuring a frame and handle like the present pax. It likewise 
features an engraved gothic inscription on its reverse with the date, 1468.

The inscription on the reverse of the present pax probably refers to its original 
owner: Frater Julien Guillou.

Condition: Contemporary silvered bronze plaquette and gilt copper pax frame 
and handle with filigree appliques and rhinestones. Heavy losses to the original 
silvering of the plaquette, originally tarnished black but revitalized through 
careful cleaning. Minor losses to the gilding throughout, the reverse especially 
rubbed due to handling and wear. A hole on the relief beneath Joseph’s chin 
due to a possible casting flaw. The owner’s name handsomely inscribed in 
gothic characters on the reverse: . f . julien . goilluo . Old repairs present on the 



bottom left and center rhinestones which feature re-created mounts in pewter 
whose gilding has not properly adhered to the metal and is thus almost entirely 
lost. Two former pewter filigree replacements have been removed by the present 
owner with new restorations. The lower left filigree was used to cast three 
filigree replacements in brass to correct the earlier replacements of inadequate 
quality whose gilding was lost and quality lackluster. The master filigree used 
for casting these replacements was broken while removing it from the mold but 
has been corrected and glued with a jeweler’s apoxy. The same apoxy was used 
to mount a new synthetic stone in an area where one was lost along the center 
right of the frame. This stone was painted black on its underside with part of 
the coating distressed through scraping to allow some light to show through 
the stone. The stone was sanded to dull its appearance and was applied to form 
a sense of congruence with the remainder of the object even though it lacks a 
mount. A loose sprue from one of the earlier replacements is floating within 
the interior of the pax which one can heard when rotating the pax in-hand.



17TH CENTURY GILT BRONZE PLAQUETTE OF  
THE MADONNA AND CHILD
 
Anonymous / School of Fontainebleau (?)
France / Italy (?); probably 17th century
Bronze; 70 x 98.6 mm

An extraordinarily fine and exquisite gilt bronze cast plaquette of the Madonna 
and Child, 17th century. 

This plaquette follows after other well-circulated designs of the Madonna and 
Child in small relief that were known in North Italy during the 16th century. 
Wilhelm Bode first associated an example of this plaquette with Jacopo 
Sansovino. The attribution was perhaps generically placed by Bode, as he later 
questions it in his revised catalog of 1922.

While assuredly not by the hand of Sansovino, the present relief certainly 
follows after the prototype for his celebrated depictions of the Madonna 
and Child such as his terracotta Madonna and Child at the Civic Museum of 
Vicenza. More specifically, the characteristic modelling of the Madonna’s 
facial features beckon the style and manner of an artist operating in the circle 
of Giambologna. The Madonna’s profile relates closely with the profile of 
Giambologna’s Venus Urania (Astronomy), located at the Kunsthistorisches 
Museum or with the manner of putti realized by Ferdinando Tacca. Antonio 
Susini also comes to mind via his special attention to detailed embellishments, 
like the fine textured treatment found on the present plaquette.

The location and dating of other examples of this plaquette have largely been 
Italian, of the 16th or 17th century. Similar examples of the motif can be 
observed in an etching by Stefano Della Bella, under employ of the Medici 
court in Florence. His etching of the Madonna and Child Embracing, is dated 
ca. 1641 (see an example at the MET; Inv. 17.50.17-298). An earlier source 
for Stefano’s etching may derive from Guido Reni’s print of the same subject 
made ca. 1600-13 (see also an example at the MET; Inv. 26.70.4). Reni’s earlier 
print is more closely related to the present relief, particularly with regard to 
the placement of the hands and arms of both the child Christ and Mary. The 
heavy, thick drapery and placement of the halos likewise relate. Though one 
of his less influential prints, Reni’s etchings served as models for a variety 
of successful artists during the height of the Italian baroque era. A similar 



etching is also reproduced in a painting by Antonio de Pereda (of Wilhem von 
Aquitanien), dated 1671 at the Academia de Bellas Artes in Madrid. These 
reproductions give strong suggestion for a 17th century dating for the plaquette.

While most examples have been assumed to have an Italian origin, the 
presence of the relief (and variants) throughout Northern Europe could 
suggest the crossover of Italian influences into France and beyond (school of 
Fontainebleau?), making it a work of Italian influence, executed in the North.

Numerous later and reworked lead examples of the relief are known 
throughout Spain (many add the inscription JESUS . MARIA). They derive 
probably from a fine earlier modified example of the relief altering the halos 
and adding stars overlying Mary’s drapery, as reproduced on a superb pax now 
belonging to the Museo Provincial de Lugo.

Several versions of the plaquette exist in different states. Some are silhouetted, 
others are ovular or in a rectangular format. The present example is the finest 
version known. A pressed tortoise shell example (private art market) reproduces 
the same quality as our example offered here. All other examples appear 
debased in quality.

The widespread success of this relief is evident by examples of it in other 
esteemed private collections (Molthein, Rho, Cicognani, Ubertazzi and 
Convert collections). Several examples are in German Museums (two in Berlin, 
one in the Grassimuseum). The plaquette is also interestingly reproduced as 
a 17th century lead glazed baptismal fount (ex-Michele et Claude Lemaitre 
collection).



HIGH RELIEF BRONZE PLAQUETTE OF ST. JEROME  
FROM THE CIRCLE OF HUBERT GERHARD

Circle of Hubert Gerhard 
Germany, probably area of Innsbruck; early 17th century 
Approximate size: 14 x 10.3 cm

An early 17th century German bronze plaquette depicting St. Jerome, executed 
in a manner influenced by the works of Hubert Gerhard.

The unusually superb quality and stylistic features of this plaque in high-relief 
suggest that it was made by a remarkably skilled bronze sculptor active in 
Southern Germany during the late Renaissance. Although Hubert Gerhard is 
not known to have produced small reliefs of this kind, Saint Jerome’s striking 
similarity to Gerhard’s figures, such as the Lazarus in his relief for the tomb 
of Dr. Thomas Mermann, places the present plaque within his circle. Other 
versions of the composition in boxwood, often attributed to the circle of 
Christoph Daniel Schenk are also known alongside a pendant Mary Magdalene 
relief.

Condition: An extremely fine cast, possibly contemporary. The present cast 
may derive from the only other known example of the relief, in gilt bronze and 
belonging to a private collection. A handsome warm brown patina with some 
wear. An incuse reverse with two old auction labels numbered: 259 and 637. 
Set into a modern frame (not shown).



17TH CENTURY GILT RELIEF PLAQUE OF ST. AGATHA OF SICILY

Attributed to the Master of the Fercolo di St. Agatha panels
Sicily (Catania or Messina), Italy; ca. 1638
Copper; 202.2 x 147 mm

A high relief gilt bronze plaque depicting the reliquary of Saint Agatha of Sicily.

This finely finished plaque of extraordinarily high relief depicts the 14th 
century reliquary bust of St. Agatha located at Catania Cathedral in Sicily. The 
original reliquary, commissioned by a Benedictine monk in 1373 and executed 
by the Sienese goldsmith, Giovanni di Bartolo, is believed to preserve the head, 
ribs and several organs belonging to the venerated saint.

The present relief was probably commissioned by a prominent member of 
Agatha’s cult or for a clergyman of the Catania Cathedral. St. Agatha is one 
of the earliest documented and venerated Virgin martyrs of Christendom. In 
common with most early saints, her story is one of steadfast faith in the face of 
torture, death and the miraculous.

The present relief exemplifies the craftsmanship of a qualified goldsmith. 
The remarkable high-relief, incuse on its reverse to maintain thin walls for 
the bronze to be cast without error, is noteworthy as is the lavish gilding 
and extravagant afterwork rendered through carefully chased contours and 
elaborate punching for the drapery.

The artist has liberally depicted the bust of Agatha, rendering her visage in 
simplified form. She lacks the angels which flank her on the reliquary and 
various other adornments. Agatha’s proper right arm is extended further across 
her body while her drapery is the artist’s own invention. 

At the time of the present relief’s conception the reliquary’s garments were 
indecipherable, being riddled with an incredible quantity of precious jewels 
including what tradition presumes to be the crown of King Richard I of 
England. That the drapery is the artist’s own invention is confirmed by 
comparison with the original reliquary, stripped of its decorations in the 1960s 
for restoration and portraying a simplified Gothic manner. The drapery of 



the present relief instead appears to draw its influence from a group of saints, 
in the round, featured in a series of niches along the sides of a silver treasure 
chest also in the cathedral. The chest was made ca. 1470-1556 for the purpose 
of housing a group of additional relics belonging to the saint. The chest was 
commissioned to replace an older wooden one, formerly housing the relics, 
and brought to Catania in 1126 from Constantinople by the Bishop Maurizio. 
The replacement chest was realized by various regional silversmiths including 
Angelo Novara of Catania, Filippo de Mauro, Nicolò Lattari, Paolo Guarna, 
Vincezo Archifel and his son Antonio, the later of whom was responsible for 
the stepped base of the reliquary, made ca. 1519, now supporting Agatha’s bust 
and also shown reproduced in the present relief. The seated, forward facing 
postures and Gothic iconographic disposition of the saints featured on the 
silver treasury chest compare with the present relief with their heavy, loosely 
folded draperies and widely-trimmed collars. It is sensible the maker of the 
present relief would refer to these statuettes with the intent of preparing an 
object readily familiar to the patrons of the cathedral and their intimacy with 
objects comprising its treasury.

Of specific interest to the present relief are a series of silver panels depicting the 
life of St. Agatha forming a plinth beneath a processional carriage also created 
in the same period as the replacement chest for the treasury and likewise 
executed by a compilation of regional silversmiths over an extended period 
of time. The carriage is originally the invention of Vicenzo Archifel, ca. 1514-
19, but has been subject to frequent embellishments during its history and 
especially after suffering damage during WWII.

According to documents, in 1638 the original silver panels for the plinth of the 
processional carriage were commissioned by the Catania Senate. While some 
of the panels are damaged or were lost, one surviving example depicting the 
Torture of St. Agatha’s Limbs shares stylistic correspondences with the present 
relief. The rendering of Agatha’s hair which flows in a flame-like manner and 
the modeling of Agatha’s face depicted with full cheeks, a similar nose and 
browline as well as likewise rendered elastic fingers collectively relate. The 
large eyes with their wide pupils featured on the characters of the processional 
carriage panel also recall the signature manner of the present relief. Its large size 
and use of a dense hammered treatment for the drapery of several characters on 
the processional carriage panel also generically relate to the present relief. The 
style of the panel exhibits a possible Spanish influence which offers speculation 
its Sicilian maker was from Spain or was perhaps trained there.

Condition: Contemporary cast. Gilt obverse. The relief’s finishing features 
a generous amount of chasing and punching. An uneven ground, possibly 
hammered for effect or due to wear over time. Minor losses to the gilding. 
MSSO DEPL chased onto the relief, being a reduction of the lengthier 
inscription on the reliquary bust it reproduces: MENTEM SANTAM 
SPONTANEAM HONOREM DEO ET PATRIAE LIBERATIONEM (A holy 
and spontaneous spirit, lover of God and the liberator of the Fatherland). Set 
into a modern giltwood frame.



16TH CENTURY VERRE ÉGLOMISÉ DEVOTIONAL PENDANT 
DEPICTING THE ANNUNCIATION AND A SAINT

Anonymous 
Milan, Italy; second or third quarter of the 16th century
Approximate size: 6.5 x 5 cm 

A late 16th-century, probably Milanese, miniature reverse painted and gilt rock 
crystal devotional pendant depicting scenes of the Annunciation and a Saint in 
Contemplation. Set within its original gilt bronze pendant frame.

Reverse painted and gilt compositions on rock crystal comprise a highly 
technical virtuosity in which gold gilding was first applied to the interior of 
a polished crystal surface followed by painted tones in tempera or oil and 
sequentially rendered in a reverse process that first applied lighter colors 
followed by dark colors. Great vision and skill were required of the artists 
responsible for these fine miniatures whose tradecraft was centralized in Milan, 
a derivative of the talented illuminators who gathered under the court of the 
Sforza family during the end of the 15th century.

The master of this crystal may also be responsible for a stylistically comparable 
reverse-painted crystal pendant depicting the Nativity and Saint Hieronymous in 
the Sibyll Kummer-Rothenhäusler collection {see Nos. 105-06 in Frieder Ryser’s 
Verzauberte Bilder - Die Kunst der Malerei hinter Glas).

Condition: An exceptional example of reverse glass painting in miniature. 
Survivals in this condition are scarce and the medium itself is quite rare. Some 
minor chipping on the crystal and minor losses to paint commensurate with 
age.



VERRE ÉGLOMISÉ DEVOTIONAL PENDANT  
DEPICTING ST. JEROME

Anonymous
Spain; ca. 1600
Approximate size: 5.5 x 4.5 cm

A ca. 1600 miniature reverse painted and gilt rock crystal devotional pendant 
depicting St. Jerome set within its original gilt silver Spanish frame with the 
reverse bearing the Christian monogram of Christ: IHS. 

Reverse painted and gilt compositions on rock crystal comprise a highly 
technical virtuosity in which gold gilding was first applied to the interior of 
a polished crystal surface followed by painted tones in tempera or oil and 
sequentially rendered in a reverse process that first applied lighter colors 
followed by dark colors. Great vision and skill were required of the artists 
responsible for these fine miniatures. The practice of this art in Milan 
eventually carried over into Spain during the Spanish occupation of the city 
throughout the 16th century. While the technical craftsmanship of the art 
never reached the zenith of mastery evident in Milan, Spanish workshops 
producing these works were still successful at satisfying a market for their work 
well into the late 16th century and early 17th century.

Other examples of the prolific master responsible for the present pendant are 
also known by examples at the Louvre, Victoria & Albert, and Lazaro Galdiano 
Museums.

Condition: An exceptional example of reverse glass painting in miniature. 
Survivals in this condition are scarce and the medium itself is quite rare. Some 
minor chipping on the crystal and minor losses to paint commensurate with 
age.



16TH CENTURY VERRE ÉGLOMISÉ  
DEVOTIONAL PENDANT DEPICTING  
ST. FRANCIS AND ST. CLAIRE OF ASSISI

Attributed to Giovanni Giacomo da Decio 
Milan, ca. 1530s
Approximate size: 9.5 x 6.5 cm

The present miniature reverse painted and gilt rock crystal 
devotional pendant depicting St. Francis and St. Claire of Assisi may 
stylistically be attributed to the miniaturist Giovanni Giacomo da 
Decio, the Sforza court miniaturist whose work was commissioned 
by Francesco II Sforza, Duke of Milan. His miniatures survive in 
various locations like the Cathedral of Vigevano or in an Ambrosian 
Missal of Girolamo Mattia, provost of Santa Maria della Scala, now 
in the Pierpont Morgan Library collections. 

Giovanni’s son, Agostino, was praised by his contemporaries for his 
skill as a miniaturist and Giovanni’s father was a specialist in cut 
gems and cut rock crystals. Conforming to the cross-pollination of 
specialist trades of Milan during the early 16th century, Giovanni is 
thought to have worked in other mediums such as painted crystals, 
of which, only a scarce handful are known, such as the present 
example. He is also known to have worked in enamel, of which one 
fragmentary example survives on a pax at the Louvre and several are 
featured along the base of a chalice at Castello Sforzesco in Milan.

The present miniature is set within its original gilt bronze pendant 
frame with a contemporary or slightly later shaped leather case.



Reverse painted and gilt compositions on rock crystal comprise a 
highly technical virtuosity in which gold gilding was first applied to 
the interior of a polished crystal surface followed by painted tones 
in tempera or oil and sequentially rendered in a reverse process that 
first applied lighter colors followed by dark colors. Great vision and 
skill were required of the artists responsible for these fine miniatures 
whose tradecraft was centralized in Milan, a derivative of the 
talented illuminators who gathered under the court of the Sforza 
family during the end of the 15th century.

The present example is in a remarkably preserved state. Examples 
without losses to the composition or damages to the paint (often 
due to exposure or moisture) are rare. The condition may be partly 
due to its (possibly original) shaped leather case intended for 
storage.

Traveling monks and nuns, or significantly devout (wealthy) citizens 
were the most likely to own such pendants, carrying them with 
them on their sojourns. In many ways, these special objects were 
connected with the goldsmiths trade, with miniaturists in Milan 
exerting a notable influence over the models and manner of active 
goldsmiths.

Condition: An exceptional example of reverse glass painting in 
miniature. Survivals in this condition are scarce and the medium 
itself is quite rare. Some minor chipping on the crystal and minor 
losses to paint commensurate with age.



A SCARCE GILT BRONZE RENAISSANCE WINE FLASK  
AFTER MODELS PROBABLY BY PETER FLÖTNER
 
Attributed to Peter Flötner or his ambit
Nuremberg, Germany, ca. 1540-45

An important and scarce gilded Renaissance wine flask after models probably 
by Peter Flötner.

The present object is a discovery which sheds light upon a quantity of small 
relief plaquettes found in various museum and private collections of a series of 
Bacchic scenes. The series includes six metaphorical subjects depicting Bacchus 
in the company of specific animals thought to represent the humours or the 
functions of the body responsible for human behavior. In particular, the theme 
has its origins in the “Discovery of the Vine” from the Gesta Romanorum of the 
Middle Ages.

The numerous plaquettes reproducing the series in bronze and lead suggest 
they were intended as goldsmith models and are squared, featuring the main 
relief with an unexplained arched-top. The present flask indicates and explains 
their original function and is the only known example placing these small 
reliefs in their original context.

The past century-and-a-half of scholarship concerning this Bacchic series of 
reliefs all attribute them to the mid-16th century with a close association to 
the celebrated Nuremberg sculptor, designer, printmaker and goldsmith: Peter 
Flötner. While an attribution cannot decisively be proven, their manner posits 
a very close association with the artist.



There are other characteristics which bring the series of reliefs in close 
proximity with Flötner, for example, the influence of the Gesta Romanorum, 
previously noted (from which he regularly borrowed), as well as a poem by Hans 
Sachs which treats the same subject as the reliefs. Flötner designed broadsheets 
incorporating verses from Sachs in other of his successful designs. 

The engraved pattern along the edges of our flask also relate to Flötner’s 
ornamental prints. Lastly, it has been suggested that lead casts from the series, 
belonging to the Amerbach collection in Basel (inventoried in 1585-87), may 
form some of the many lead plaquettes described in that early collection as 
works by Flötner.

The exceptional attention to detail, texture and finishing of the reliefs on 
our flask certainly point to the virtuoso goldsmith skills of mid-16th century 
Nuremberg. This is precisely the kind of product a goldsmith shop would have 
produced using models (in lead, stone or wood) furnished by a sculptor like 
Flötner and intended for a nobleman of mid-to-upper class stature.



PAX OF THE VIRGIN IN GLORY
 
Anonymous 
Cologne, Germany; ca. 1475-1525
Approximate size: 68.7 x 122.9 mm

The present pax is of utmost elegance with a lovely gilt applique depicting 
the Madonna of the Crescent with extended rays emanating therefrom. The 
openwork arched portal is set upon a stepped base.

This style of pax, rare in commerce, is commensurate with other paxes found in 
Cologne churches and probably represents the production of a single workshop 
or a group of workshops using similar designs and inspired by regional 
architecture.

Contemporary cast gilt applique and pax frame. The central appliques are 
set against red velvet, mounted to an old wood backing concealed within the 
frame. The reverse of the frame is hinged and opens to reveal the wood backing 
inside. The red velvet behind the central applique is a later replacement 
while the velvet backing exposed in the upper portal of the frame is possibly 
contemporary. Contemporary pearls and cut glass in imitation of rubies top the 
center of the pax and its flanking spires. Three rosette appliques are fixed along 
its base which feature a handsome striated texture. Other chased afterwork is 
observed on various details of the frame. Minor losses to some of the gilding.



A SILVER AND GILT BRONZE PAX BY ANTONIO GENTILI  
OF DOUBTING THOMAS
 
Attributed to Antonio Gentili da Faenza
Rome, Italy, ca. 1600
Approximate size: 130.1 x 195.1 mm

Antonio Gentili was one of the finest goldsmiths active in Rome during the last 
quarter of the 16th century. The 17th century art historian, Giovanni Baglione 
claimed, “there was no rival to such talent.” Gentili’s oeuvre includes precious 
objects realized for a quantity of Popes and nobles alike, a testament to his 
celebrated skill.

This luxurious pax, depicting a scene of Doubting Thomas, features the finest 
qualities of Antonio Gentili’s workmanship. The flanking caryatids along 
it sides recall those along the base of his famous Farnese Casket realized in 
collaboration with Manno Sbarri for Cardinal Alessandro Farnese, as do 
their bundles of fruit. The winged cherub with an eloquently chased nimbus 
surmounting our pax recalls the same on a pax of the Risen Christ, after a 
model by his collaborator, Guglielmo della Porta, likely commissioned by the 
Medici family (Palazzo Pitti). It compares equally with the masks featured on 
his Farnese altar service, his masterpiece, now at the Vatican. Finally, the image 
of Thomas faithfully follows Gentili’s depiction of the Virgin on the gilt silver 
binding he created for the Farnese Hours, commissioned by Cardinal Odoardo 
Farnese around the year 1600 (now at the Pierpont Morgan Library).

Paxes associated with Gentili are scarce, this being a rare survival, probably 
contemporaneous (reverse and handle lacking and condition commensurate 
with age).

The underside of the base is engraved: FRANCISCVS . SPAGNIA . CVSTOS . 
1634, referring to a former 17th century Spanish owner.



A LIMOGES ENAMEL OF THE ANNUNCIATION  
ATTRIBUTED TO MARTIAL YDEUX DIT LE PAPE OR WORKSHOP

Attributed to Martial Ydeux dit le Pape or his workshop
Grisaille enamel on copper with gilt embellishments
Limoges, France; ca. 1550
Approximate size: 81.3 x 69.9 mm

Upon first observation the present enamel could be broadly associated with 
Pierre Reymond, identified already as a maker of pax-shaped enamels in 
grisaille. Jean Penicaud II is another candidate whose grisaille works follow 
in a similar manner. However, the subtle design characteristics of the present 
enamel suggest it belongs to the hand or workshop of Martial Ydeux, an artist 
who Emile Molinier considered a possible assistant to Jean Penicaud II due to 
the close affinity of their works.

Documents identify Ydeux as a “painter, (who) possessed before August 28, 
1553 a house on Manigne street (in Limoges).” 

The influences of Reymond and Penicaud II appear generically translated 
on the present enamel though certain features are characteristic of Martial’s 
enamels, in particular, the thickly rendered strokes and the calculated, open 
spacing between them in hatched areas of the design. The rendering of Mary 
and Gabriel’s hair recall the manner of the former noted artists but lack their 
tonal range and sense-of-depth and is instead systematic and less free in its 
realization, like tense springs that have been released in a well-orchestrated 
pattern. The drapery is less complicated than the former artists and drips 
over the waistline, observed similarly on a medallion of The Rest on the Flight 
into Egypt attributed to Martial at the Louvre (Inv. R286), a monogrammed 
medallion of Joshua from Martial’s series of nine champions (Musée national de 
la Renaissance in Ecouen), and on several figures on a monogrammed triptych 
of religious scenes at the British Museum (Inv. 1913,1220.74). The filled 
nimbus, outlined on its interior by a thin black stroke and delicately hatched, 
is also a characteristic observed on other enamels by Martial, including the 
aforementioned works and also on his monogrammed Crucifixion at the Louvre 
(Inv. OA11143).



Another feature is Ydeux’s greater transparency over the brown-mulberry 
used to color flesh tones, making the skin more vibrant and perhaps in-league 
with the later works of Reymond and Penicaud II. The distinct eyes, tightly 
pinched, follow those seen on characters featured on the British Museum 
triptych. The present enamel may have been rendered in close proximity with 
the creation of the British Museum tabernacle given its focus on religious 
themes and similarity in style. Martial’s later works show a greater maturity 
and a remarkable control lacking in the present enamel, therefore suggesting a 
possible early work by the artist. The translucent enamel on the reverse is also 
typical to works associated with or monogrammed by Ydeux.



A RARE AUTOGRAPH LIMOGES ENAMEL OF JOHN THE BAPTIST 
BY PIERRE REYMOND OR WORKSHOP

Pierre Reymond or workshop
Grisaille enamel on copper with gilt embellishments, signed “P.R.” on reverse
Limoges, France; ca. 1530-50
Approximate size: 76.7 x 63.5 mm

The present enamel with a rounded top was designed for setting into a 
devotional pax. The monogram “P.R.” on its reverse establishes it as belonging 
to the hand or workshop of Pierre Reymond.

The present enamel follows Reymond’s masterful handling of the grisaille 
technique featured on a quantity of his other notable works. A modest use of 
red-mulberry provides the flesh tones and a final application of highlighted 
gilding finishes the enamel. The Baptist scene appears to have been a workshop 
model. A later colored example, lacking the gilt inscription, is attributed to 
Reymond (Sotheby’s auction, 9 July 2015, Lot 132). It is alike in shape and 
size and is characterized by several differences, though remains visibly based 
upon the same model. Another color version is in the Parisan collection of the 
Musee Les Arts Décoratifs and a crude color example is also in the Museu de 
Lleida in Spain. One further example is in the Bayerisches Nationalmuseum.

The Baptist enamel was likely produced alongside other cognate works like 
a well produced figure of Jerome known also by an autograph version with a 
bordered inscription in the Wallace Collection (Inv. C581). Pax enamels may 
have been offered individually for private devotional use or paired for public 
use in which the paxes would be presented concurrently to the congregation on 
the ‘Gospel’ and ‘Epistle’ sides of the church.

Gilt monograms appearing on the reverse of Limoges enamels is rare, 
however six pax enamels, inclusive of the present example, feature Reymond’s 
monogram on the reverse. A seventh example features his monogram on 
the reverse, albeit in black. It is indiscernible whether the monograms are 
cold painted onto the counter-enamel or if they were applied beneath the 
enamel and bonded during firing. Though impossible to prove, there remains 
possibility these monogramed examples could be by Reymond’s own hand and 
not by an assistant. Early enamels connected with Reymond evidence a high 



standard of workmanship while later works are more evidently the product of 
workshop assistants. In particular, the fine handling of the present enamel’s 
execution is marvelous and adept. Possibly further suggestive of the enamel 
being an autograph work is Verdier’s discussion of the present enamel as being 
an early work by Reymond and one that served as the impetus for another 
enamel based upon its design at the Walters Museum (see Vedier No. 119). 
The Walters enamel is round and is set into a silver-gilt tazza, possibly of Italian 
origin (Vedier suggests Florence during the late Mannerist period).

Condition commensurate with age with some losses along the margins, 
revealing the copper backing.

Provenance:
Dmitri Schevitch (Galerie Georges Petit auction [Paris], 4-7 April 1906, 
Lot 226). Objects from Schevitch’s collection now predominantly reside in 
numerous important museum collections around-the-world.



A LIMOGES ENAMEL OF THE NATIVITY  

Pierre Reymond or workshop or possibly Pierre II Veyrier (?)
Grisaille enamel on copper with gilt embellishments
Probably 1550s-60s; Limoges, France
Approximate size: 95 x 80 mm

The present enamel with an arched top was intended for setting into a pax.

The Nativity scene features an unusual composition with Joseph stepping into 
the room with one foot planted while removing his hat and illuminating the 
scene with a torch in his other hand. There is a sense of hasty arrival, which 
adds action to an otherwise pensive scene.

This rare adaptation of the Nativity is reproduced on four other documented 
enamels, all with rounded tops save for one squared example from the 
Cottreau collection (Galerie Georges Petit auction, 29 Apr 1910, Lot 76). The 
Cottreau example is monogrammed “M I” today identified as belonging to 
Martial Ydeux dit le Pepe. Another, perhaps early, example of the motif is 
located at the Fitzwilliam Museum, featuring also a straw roof and bricked 
interior like the Cottreau Nativity. In 1911 Marquet de Vasselot described the 
Fitzwilliam Nativity as a late work by Pierre Reymond while Bernard Rackham 
later suggested it to be an early work by Reymond, a view still upheld today. 
The present author, however, considers also the possibility that this enamel 
may not belong to Reymond at all, but rather another artist working close 
to his style: possibly Pierre II Veyrier, documented as active in Limoges ca. 
1528-58. The thick strokes, rigid and dense hatching, severely rendered wavy 
hair as well as the manner of depicting the brick facade recalls characteristics 
observed on a Passion series of nine plaques at the Walters Museum, one of 
which is monogrammed with characters identified as belonging to Veyrier. 
His work follows closely with the early manner of Reymond yet infusing his 
designs with the colors observed in works by Pierre Courteys, in particular the 
purple-like tint of his flesh tones. Contrarily, Verdier has commented that blue 
backgrounds were typical of Reymond’s early works in color.



As both Martial Ydeux and Pierre II Veyrier shared close affinities with 
Reymond it is no surprise that the present enamel has been attributed to 
Reymond. There is a further example that was offered by Bonhams (Bonhams 
auction, 19 Dec 2013, Lot 4), in what appears to be an old pax, although the 
age of the pax and enamel have been questioned as 19th century (by Bonhams 
staff) the present author insists it may indeed be a 16th century object.

The artists working on this composition shared a common model, yet to be 
identified. The most delicate and sophisticated of all examples appears to be 
the present example offered here. The coloring and level of refinement suggest 
a later execution by Reymond or his workshop, probably during the 1560s.

Later gilt frame ca. 1880-90.

Condition commensurate with age with some heavy losses toward the upper 
portion of the scene, expertly restored by a fine hand.



A SOUTH GERMAN RENAISSANCE HOUSE ALTAR ATTRIBUTED 
TO THE “AUGSBURGER PLAKETTENWERKSTATT”
 
Attributed to the “Augsburger Plakettenwerkstatt” 
Augsburg, Germany, ca. 1575-1600
Approximate size: 21 x 9.5 x 40 cm.

Ebonized wooden House Altar inlaid with handsomely chased and gilt bronze 
plaquettes set upon a plinth containing a relic of Saint Stephen.

The frame of this small tabernacle follows the types emanating from South 
Germany during the last part of the 16th and beginning of the 17th centuries. 
It features an open triangular pediment with aedicule bearing a gilt bronze 
relief of the Arma Christi surmounting an entablature frieze below with a relief 
of the Christogram: IHS. The central, arched niche, flanked by columns, fits 
a rectangular relief (obfusciated in the upper corners) depicting a superbly 
overworked cast of Moderno Galeazzo’s Crucifixion, originally conceived in Italy 
by that master at the end of the 15th century. Below is a narrow decorative 
relief depicting seated figures and animals flanking a cherub head while 
additonal ovular reliefs of the Adoration of the Magi and Nativity feature along 
the outer edges with corner scrolls set beneath. A relief of Christ Carrying the 
Cross is displayed along the base. Other independent examples of this later 
relief are known at the Musee de Cluny, Bayerisches Nationalmuseum, et al. Its 
motif descends from prints of the Small Passion series by Albrecht Dürer. 

While the central relief is of Italian origin the accompanying designs are of 
South German invention, attributed to a generically described Augsburg 
workshop responsible for the production of house altars and other devotional 
items. Examples of several reliefs featured on this altar are known by 
independent examples in various German collections, judged by Ernst Bange 
as made around 1520-25, although Ingrid Weber more convincingly dates them 
to the last quarter of the 16th century. Another house altar from the same 
workshop is at the Landesmuseum Württemberg in Stuttgart.



Of unique import is the central relief of Italian design. Moderno’s successful 
reliefs quickly penetrated other European courts outside of Italy and the 
artist himself was briefly active in France. Other examples of Moderno’s 
works adopted by German craftsman can be observed in productions like the 
feature of this relief on a bell cast in 1667 by Bartlme Kettelat for the Parish 
Church in Schwaz, an ebonized wood tabernacle of similar dating and origin, 
formerly in the Rho collection and featuring an embellished cast of Moderno’s 
Entombment or a 1540 coffin plate for Cardinal Albrecht von Brandenburg 
reproducing again Moderno’s Entombment (Kunstgewerbemuseum, Berlin) and 
an early 17th century German ebonized wood and silver pax frame housing a 
cast of Moderno’s Dead Christ Supported by Mary and John at the Museum fur 
Angewandte Kunst. In particular, the cold-work and chasing of the present 
Crucifixion relief are managed in the tradition of a South German style, 
especially notable on the texture of hair given to the horse.

The plinth on our house altar would have originally featured a drawer, as 
observed on other examples of similar origin and date. The framed feature of a 
reliquary of Saint Stephen is likely a later and interesting replacement.

Condition commensurate with age. Various repairs and re-ebonization.
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