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WHAT YOU OWN TELLS A STORY

For the collector, connoisseur and eclectic interior, Old World Wonders 
offer bespoke works-of-art where age and beauty converge. Our curated 
collection of classic, aged and timeless objects-of-art are imbued with 

raw textures, muted colors and natural materials fashioned with 
minimal simplicity or emotive expressiveness that blend creatively with 

contemporary living spaces. 

Our collection will inspire imagination and curiosity while enhancing 
lifestyle with the knowledge of owning something truly distinct and 

appreciable. We serve discriminating collectors and enhance living spaces 
with an emphasis on European sculpture and decorative arts from the 

Medieval, Renaissance and Baroque periods.
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BAPTISM OF CHRIST IN THE JORDAN

Johann (Hans) Wechtlin I
Strasbourg, Germany (present-day France); 1508 

Woodcut with partial hand-coloring 
Approximate size: 21.4 x 16.4 cm

Our print of the Baptism of Christ by Hans Wechtlin is an early example of his 
talent as a designer. Wechtlin’s period of activity is determined by woodcut 
illustrations conceived for the first illustrated edition of Virgil’s Aenad in 1502 
and his last known print: the frontispiece for a 1526 edition of the Field-book of 
the Wound-doctor.

Our print is one of forty-five full page woodcut illustrations executed by 
various artists for the Life of Christ or Das leben Jesu Christi gezogen auß den vier 
Evangelisten. Mit kurtzer beyleer und christlicher vnderweisung. Darzu vil schoner 
figuren bedeutung, published in Strasbourg by Ioannes Knoblouchus in 1508.

The lack of text to the verso of our print possibly indicates a proof impression 
of the design in its original state prior to use on page forty-six of the published 
book.

Several of Wechtlin’s designs from this publication were again used in later 
publications like Passio Jesu Christi Salvatoris mundi vario carminum genere. F. 
Benedicti Chelidonii Musophili, whose publisher and date are undetermined, and 
Johann Geiler von Kaisersberg’s Postill: Uber die fyer Evangelia durchs jor sampt 
dem Quadragesimal und von ettlichen Heyligen newlich ußgangen, published in 1522 
by Johann Schott in Strasbourg.

The manner of our Baptism of Christ shows an informedness of Albrecht 
Dürer’s prints while Wechtlin’s rich background design shows an indebtedness 
to the influence of Lucas Cranach the Elder’s prints.

Although Wechtlin’s artistic production is known only by his surviving prints 
he was a successful painter and probably used the medium of printing as an 
alternate avenue of work as did other painters innovating in the medium. The 



inconsistency in the execution of his woodblocks suggest he probably engaged 
in the common practice of employing formschneiders to cut away the blocks using 
his designs as a guide.

Wechtlin was a member of his local painter’s guild by 1519 although he worked 
earlier in Wittenberg and before that, Nancy, where he served as court painter 
to René II, Duke of Lorraine in Burgundy. Wechtlin’s serious interest in 
printing is evident by his early innovative use of the chiaroscuro woodcut in 
Germany, being one of the few to practice that art there, and a contribution for 
which he is celebrated and recognized.

Noteworthy is the verso of our print which features a contemporary charcoal 
sketch of a child, partially traced in slightly later ink with an added landscape 
scene. Although anonymous, we may wonder if this is a sketch by Wechtlin, an 
assistant or altogether a later owner of the print.

The child’s character superficially recalls that of the Virgin in Wechtlin’s 
chiaroscuro print of the Virgin and Child, ca. 1510. The circular manner and 
treatment around the Virgin’s eyes, the emphasis in rendering the lower 
portion of the nose and her pursed lips generically reflect our sketch as does 
the character of the child Christ whose similar downward stare and long, ovular 
ears relate. Unfortunately, no secure draughtsmanship by Wechtlin is known 
and the oeuvre of his drawings are highly tenuous.

Condition: Early restorations. Borders mounted. Two horizontal clean tears 
without loss, backed. Early hand coloring to the halos. Minor rubbing and 
staining to portions of the surface. Overall a fine, strong impression with wear 
commensurate with age.



A PAIR OF CHIAROSCURO WOODCUTS from  
THE TRIUMPH OF JULIUS CAESAR 

Andrea Andreani  
and Bernardo Malfizzi (intermediary draughtsman), after Andrea Mantegna
Mantua, Italy; 1599

Approximate size: 37.8 x 38 cm (each)

Two chiaroscuro woodcuts printed on heavy laid linen paper, using four 
blocks: a scene of Julius Caesar printed in tones of yellow, beige, ochre and grey 
and a scene of a Triumphal Chariot in tones of grey-green ink.

The present woodcuts comprise sheets two and nine of an eleven-sheet 
sequence depicting the Triumphs of Caesar after Andrea Mantegna’s larger 
painted series once located in the Ducal Palace of San Sebastiano in Mantua. 
Our present sheets represent the panels portraying A Triumphal Chariot 
Surrounded by Figures on Horseback and Julius Caesar in his Horse-drawn Chariot.

Andrea Andreani was the foremost master of chiaroscuro woodblock printing 
during the last part of the 16th century. William Gilpin, in 1786, praised 
him as the “the great improver of the art of engraving upon wood.” He was 
arguably the first woodblock printer to borrow from sculpture and reliefs as his 
models, capitalizing on the visual heightening of form through color, in which 
chiaroscuro printing excelled, refining the medium in novel ways.

The present prints after Mantegna were financed by Duke Vincenzo I 
Gonzaga, as described in the dedication sheet that accompanies the series. 
A document of 1595 also cites Andreani’s receipt of thirty scudi “to publish 
and print the Triumph of Julius Caesar by Andrea Mantegna.” The original 
paintings by Mantegna had been commissioned earlier by the Duke’s 
grandfather, Francesco II Gonzaga, around 1485. The dedicatory sheet also 
notes Bernardo Malpizzi’s involvement in the development of Andreani’s 
prints, having furnished the reduced-scale drawings from which Andreani 
would refer for the cutting of the blocks. Malpizzi also assisted Andreani on 
other projects during this period of activity.



Andreani’s series after Mantegna are his last large-scale work and also the first 
collection of prints to reproduce a complete painted cycle. The entire project 
took four years to finish, requiring the production of forty-three individual 
woodblocks. The color scheme of the present group of sheets indicate they 
are early impressions. A fair quantity of prints from the series were produced 
and some were still present in the Duke Vincenzo’s collection, listed in his 
inventory of 1626.

As concerns the field of Old Master Prints, chiaroscuro prints are particularly 
rare. They are unique in their representation of the genesis of color printing.

Condition: Strong impressions leaving a slight relief on the verso of each 
sheet. Traces of age and wear with blemishes along the extreme margins. Old 
adhesive residues on the reverses from former mounting. The sheet of Caesar 
has been trimmed around the margins, lacking the exergue with the number 9. 
Overall, a pair of good quality contemporary impressions.



A FRAMED COLLECTION OF 7 WOODCUTS from  
THE FALL AND SALVATION OF MANKIND

Albrecht Altdorfer
Regensburg, Germany; ca. 1513

Four silver gilt frames:
Approximate size of three smaller frames: 23 x 18.75 cm
Approximate size of large frame: 35.5 x 28.5 cm
Approximate size of woodcut prints: 7 x 4.75 cm 

A collection of four modern silver-gilt frames featuring seven woodcuts from 
Albrecht Altdorfer’s The Fall and Salvation of Mankind Through the Life and 
Passion of Christ, including: The Descent from the Cross, The Crucifixion, Raising of 
the Cross, The Arrest of Christ (ex-collection of George Björklund), Christ before 
Caiaphas (ex-collection of Paul Davidsohn {see Lugt 654}), Christ Nailed to the 
Cross, and Pilate Washing his Hands (ex-collection of Paul Davidsohn).

This group of seven woodcuts derive from a larger series of 40 woodcuts 
depicting the Fall and Salvation of Mankind. They are signed, in plate, with the 
artist’s monogram: AA.

Albert Altdorfer is first cited in Regensberg as a painter in 1505. He is 
quite likely the son of the painter and miniaturist, Ulrich Altdorfer, active 
in Regensburg during the late 15th century. It is Altdorfer’s background as 
an engraver and miniaturist that entailed the remarkable skill with which 
he realized his ambitious group of 40 woodcuts. The facility with which 
Altdorfer has cut away the woodblocks in such exacting and minute scale is 
extraordinary. In his later years, Altdorfer expanded his talents to include 
architecture, though none of his work in that medium survives. He was also 
active in local politics and served as mayor of Regensburg in 1528. His most 
notable productions include the Battle of Alexander, a landscape painting for 
Duke Wilhelm IV of Bavaria, marginal drawings for Emperor Maximillian’s 
Prayer Book and woodcuts of the Triumphal Portal and Procession, also made for 
Maximillian.



During the mid-16th century the French enameler, Jean Pénicaud II, produced 
a remarkable group of enamels freely adapting scenes from this influential 
series of Altdorfer’s woodcuts.

Two prints from this group descend from the former collection of Paul 
Davidsohn, whose collected prints now reside in numerous museums and 
private collections.

Condition: Most prints in the group are of standard condition, although one 
or two examples are extraordinarily fine, bright impressions whilst another two 
are yellowed with some age. Minor stains and marginal wear commensurate 
with age. A few prints trimmed close-to-or along the margins, others are with 
ample marginal room and one is trimmed slightly within its lower-left border. 
The 20th century frames have minor nicks and losses commensurate with age.



PENITENT MAGDALENE

Attributed to Giovanni Ricca or his atlier
Naples, Italy; first half of the 17th century

Oil on canvas 
Approximate size:  57 x 47 cm (canvas)

The present painting falls under the ambit of Giovanni Ricca and is either a 
work by the artist’s hand or that of an assistant or intimate follower.  Ricca’s 
most famous work, considered one of the most enigmatic Italian paintings of 
the 17th century, is his Santa Caterina d’Alessandria, thought to be a portrait 
of the artist’s wife, Caterina Rossa, painted around 1630 (Palazzo Madama, 
Turin).  

Very little is known about Ricca, although he trained under the Spanish 
painter, Giuseppe de Ribera, known as Lo Spagnoletto, whose maturity was 
reached while active in Naples. Ribera and his school were innovators of 
Neapolitan painting in the wake of Caravaggio’s potent influence and also 
under the influential patronage of the Duke of Osuna.

The present painting of the Magdalene carries a particular ambience that is 
both sensitive and austere, pensive and mysterious. The painting serves as a 
devotional window into the private contemplation of the Magdalene, at once 
beautiful and melancholic in her retrieval of innocence.    

In 2016, an exhibition, “Around Santa Caterina in Naples,” was dedicated to 
Ricca at the Palazzo Zevallos (Gallerie d’Italia) in Naples.  The works attributed 
to Ricca in this exhibit may be closely compared with our present painting, 
particularly with the handling of the brush, color palette and essence of style 
and subject.





TWO EARLY VENETIAN PANEL PAINTINGS  
DEPICTING BIBLICAL SUPERHEROES 

Ambit of Girolamo da Santacroce 
Venetian school, early 16th century

Oil on panel, 49 x 56 cm.
Framed (restorations)

These two panel paintings, portraying John the Baptist and Saint Jerome on 
one panel, and Saints Peter and Paul on the other panel, are likely fragments 
of what would have been a larger painting probably once featuring a Madonna 
and Child at center with the present accompanying saints and possibly the 
image of a donor.

The style of these panels are executed in close proximity to Girolamo da 
Santacroce, probably during the first decade or two of the 16th century. There 
is a touch of influence present from Girolamo’s teacher, Gentile Bellini.

The two panels are serene in their modest provincial quality with the pensive 
saints boasting a calm confidence that soothes the viewer and yet produces 
a lovely tonal quality that reveals the early colorfulness for which Venetian 
paintings are today celebrated.



A FINE CHIAROSCURO DRAWING OF A  
BEARDED VENETIAN MAN GAZING DOWNWARD

Possibly by Giovanni Battista Piazzetta or his ambit
Early 18th century; Venice, Italy
Charcoal with white lead heightening on prepared blue paper
Approximate size: 29.5 x 22 cm

The present drawing, of superb execution and carefully articulated 
expressiveness, features the head of an elderly bearded man gazing downward. 
While his cap suggests a man of middle-class stature, his contemplative gaze 
embodies a sense of dignity and the wisdom that comes with age. The man is 
pensive, contemplative, beguiled by his own meditations.

The portrait emerges from the negative space of the sheet, with the 
protagonist’s beard dissipating into the void of prepared rich blue paper—the 
Venetian carta azzurra—and rendered in black charcoal with white heightening, 
offering a tonal depth that emphasizes the dimensional relationship between 
the sheet itself and its portrait.

The sketch is highly finished, made with great efficacy, and perhaps copies 
some detail of a finished work: perhaps a painting made by the artist himself, 
or one derived from another artist’s work.

The verso appears to feature a white chalk counterproof of the Penitent 
Magdalene and an inscription along its margin offers an old attribution to 
Giovanni Battista Tiepolo. While the suggestion of Tiepolo is likely incorrect, a 
more befitting suggestion could be Tiepolo’s contemporary, Giovanni Battista 
Piazzetta who frequently executed and sold drawings in a similar manner such 
as the present sketch.

The present work is from a private Italian collection and also features an 
unidentified old collection stamp in the lower-left corner (the stamp is not 
mentioned in Frits Lugt’s census of historic collections).

With thanks to Cormac Murray (private collector) and Jonathan Bober 
(National Gallery of Art) for their feedback and insight on this artwork.





TWO 16TH CENTURY ‘MODELLINI’ OF ANGELS IN ADORATION

Attributed to Carlo Urbino 
Lombardy, Italy; ca. 1575-85 (angel with head turned left);  
ca. 1585 (angel with open arms)

Black chalk, pen and brown ink heightened with white on blue prepared paper
Approximate size: 13.5 x 9.3 cm each

Carlo Urbino was a painter from Crema, active during the last half of the 
16th century, whose oeuvre and artistic personality have only recently emerged 
during the last half-century of scholarship. Urbino’s sketches are infused with 
the influence of Gian Paolo Lomazzo, to whom many of Urbino’s sketches 
were originally attributed.  He is best recognized for his successful role as one 
of the leading painters of Lombard Mannerism. 

The present pair of drawings, depicting angels in adoration, are immediately 
relatable to a series of black-and-white chalk studies on blue paper by Urbino 
at the at the Ambrosiana in Milan (Invs. F252, F255, etc. see fig. a). 

Our pair of sketches conform with what Giuseppe Cirillo described as 
modellini: small sketches executed in Urbino’s workshop and intended for 
variable use on projects realized by his studio.  These small sketches would 
have referred to larger originals and were functionally employed for re-use 
in other related compositions. A similar larger composition of an angel is 
observed on a sketch executed on blue paper and ink formerly in the private 
collection of Marquee Jacques Petit-Hory (Christie’s sale, 14 December 2004, 
Lot 35).

Specifically, our sketches relate to the frescoed apses and termina spans 
painted by Urbino and his Milanese collaborator, Aurelio Luini, from 1575, in 
the church of Madonna di Campagna in Verbania-Pallanza. The central apse, 
featuring an Adoration of the Virgin, flanked by angels, was executed by Urbino 
and our sketch of the angel with its head turned reflects the pose and drapery 
of the right-attendant angel in this composition (fig. b).  Other studies for this 
specific scene in the chapel’s program are found in the Louvre (Inv. 11496) 
and another in London (Rudolph collection) and elsewhere. Our sketch of 
the angel with open arms features the date, 1584, and may reflect a project 
executed toward the very end of Urbino’s life, as he died the following year.

(figure a)

(figure b)



ST. JOHN IN MOURNING

Circle of Hans Baldung Grien, possibly by Nikolaus Kremer (?)
Strasbourg, Germany; ca. 1518-21 (?)

Black chalk, some black wash, heightened with white on prepared brown paper
Approximate size: 40.7 x 30.8 cm

The present drawing can be placed within the stylistic milieu of Albrecht 
Dürer and more specifically, with that of his exemplary acolyte and peer: Hans 
Baldung Grien, chiefly active in Strasbourg from 1509 until his death in 1545. 
In particular, the choice technique and individual expression of the sketch 
are in-keeping with Baldung’s influence. However, the flattening quality of 
the present sketch, its subdued strokes and insensitive heightening-in-white 
are tantamount to the workmanship of a less-qualified hand whose graphic 
execution suggests a copy rather than a preparatory work.

A close stylistic analogy can be observed in the little-known work of Nikolaus 
Kremer who is thought to have been Baldung’s pupil in Strasbourg. His earliest 
identified drawing of the Birth of Christ at the Staatsgalerie in Stuttgart (inv. 
C78), bears his monogram “NK” and the date 1519. This work, executed on 
primed dark brown paper in black pen with white heightening, shows an 
awareness of early chiaroscuro woodblock printing pioneered in Germany 
by Hans Burgkmair, Jost de Negker and Baldung. Kremer’s drawing of 1519 
follows Baldung’s execution of drawings-of-this-kind, intended for collectors, 
and the composition is thought to follow after an original design by Baldung. 
On account of this latter observation and that Kremer later inherited Baldung’s 
artistic estate following the master’s death in 1545, it is presumed Kremer was 
active as a pupil in Baldung’s workshop, ca. 1518-20, before establishing his 
own workshop in Strasbourg in 1521.

Apart from the Stuttgart drawing, Kremer’s most secure works include a series 
of life-size portrait sketches, executed in black and colored chalks, kept in 
the Kunsthalle Kupferstichkabinet (invs. 22883a-e), Louvre (invs. 18713-16) 
and Albertina (inv. 3203) museums. The sketches were probably intended 
as reference for painted portraits, datable during the 1520s and 1540s and a 
monogrammed and dated portrait painting of 1529 at the National Gallery of 
Art in Washington (inv. 1947.6.3) is indicative of such undertakings. 



A stylistic disparity has been observed in Kremer’s 1519 drawing versus 
his portrait sketches and this may conceivably be due to a dependency on 
Baldung’s early instruction and the difference in medium between the Birth of 
Christ drawing and later portrait sketches by Kremer. The present drawing may 
reasonably serve as an intermediary, informed by the immediate influence of 
Baldung yet executed in the manner of Kremer’s portrait sketches. The sketch 
superficially shares in-common with the Birth of Christ the choice employ of 
prepared brown paper with white heightening while the use of black chalk and 
kindred scale of the drawing links it generically with Kremer’s portrait drafts.

The naïve and heavily applied heightening on the present drawing could 
suggest a possible early work by Kremer, executed while training in Baldung’s 
studio. The present drawing most likely portrays the figure of St. John in 
mourning, probably for a Crucifixion or Entombment composition in 
which John’s hands may have been clasped in lamentation or in support of 
the swooning Mary.  Similar portrayals of St. John gazing downwardly are 
superficially observed in the Passion scenes comprising the painted altarpiece 
panels for Saint Thomas Church in Strasbourg, executed by the eponymous 
Master of the Karlsruhe Passion around 1450 or in circulated prints like 
Martin Schongauer’s Crucifixion, ca. 1480.

In particular, the eastern European facial character of our St. John shares a 
physiognomic likeness with the upward gazing St. John featured in Baldung’s 
painted Crucifixion panel realized in 1512 for the Schuttern Monastery 
(now kept at the Gemaldegalerie, Berlin, inv. 603. see fig.). Although an 
adventurous idea, the present drawing could reproduce one of several 
probable studies Baldung may have executed in preparation for the Crucifixion 
commission. The sketch theoretically predates the 1540s when the advent of 
the Reformation largely banished commissions for religious art in Strasbourg.

Stylistically, the characteristic hatching of the St. John drawing, rendering of 
the hair and overall flattening of the facial features reflect tendencies present 
in Kremer’s portrait sketches. Nonetheless, while the authorship of this 
drawing to a young Kremer is a tantalizing idea, the deficiency of knowledge 
concerning his oeuvre invites ambiguity. Other possibilities could include 
the unidentified hand of Kremer’s pupil, Jost Krieg or further artists active in 
Strasbourg during the first-half of the 16th century whose work remains yet-
to-be-identified like Hans von Frankfurt, Valentin Zipfel, Ulrich Küfer from 
Bern, Hans Blumenstein from Cologne, Hans von Metz, Hans Hebel, Hans 
Hag, Christian Zürner from Kreuznach, and others recorded in contemporary 
documents. 

Condition: The sketch has been reinforced by application to a thicker backing 
sheet and has browned with age; an old middle-fold; some water stains and 
oxidation of the white paint. Some minor creases and a few small losses, in-
filled by a later hand.  Two unidentified watermarks are visible on the original 
paper under bright back-lighting.

Provenance:

Peirre Vischer (also known as Peter Vischer-Sarasin) of Basel, Switzerland
Possibly part of his sale in Paris, 1852, April 19 - May 4
See Lugt 2115

Possibly, by descent, to his son Peter Vischer-Passavant

Dr. Michel Gaud 
An active collector in Paris around 1980. 
Perhaps offered in his Piasa, à Paris, le 26 Mars 2010 sale?
See Lugt 3482

Note: There is also a reference inscribed on the recto that the drawing belonged 
to “Comte d’Orsay” (Pierre Marie Gaspard Grimod), however, this is perhaps a 
misreading of Vischer’s collection stamp which looks similar to d’Orsay’s. 

(figure)



SKETCH OF THE FARNESE CANDLESTICK

Attributed to Carlo Spagna 
Rome, Italy; ca. 1670-72

Brown or black ink on prepared colored paper
Approximate size: 52 x 13 cm

The present sketch reproduces one of two candlesticks presently in the 
Vatican Treasury and still used, on special occasion, by the Pope (fig.). The 
candlesticks, along with an accompanying altar cross, were completed in 1578 
by the celebrated Roman goldsmith, Antonio Gentili da Faenza. The group 
was commissioned by Cardinal Alessandro Farnese who later, on 2 June 1582, 
donated it to the church for the high altar in the Basilica of St. Peter’s.

The altar set are a rare survival of Gentili’s master craftsmanship, greatly 
influenced by the expressiveness of Michelangelo, whose models Gentili 
himself claimed to own in his workshop. The candlestick is beset by carved 
intaglio rock crystals by Giovanni Bernardi.

Around 1670-1672 the Roman goldsmith, Carlo Spagna, was commissioned 
by Cardinal Francesco Barberini to lengthen and embellish the stems of the 
candlesticks while producing an additional two candlesticks for the service. 
The present drawing reproduces these additions, thus providing a terminus post 
quem for its execution. A further drawing attributed to Carlo Spagna, after 
Gentili’s candlestick, is in the Cooper Hewitt Collection (Inv. 1938-88-6982) 
and reproduces the base of this same candlestick.

Condition: Damages and losses commensurate with age; acid-free mounting 
tape remnants on reverse. 
 
With thanks to Marina Rovelli and Albert Godetzky for their feedback and 
insight on this sketch.

(figure)
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