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15TH CENTURY FLORENTINE HEAD OF CHRIST

Possibly Maiano Workshop - Giovanni da Maiano (d. 1478) (?)
Florence, Italy; probably late 1460s or early 1470s 

Presumably limewood with faint traces of original polychromy 
Aproximate size: 16 x 24 x 6 cm

This pleasantly conceived sculpture gracefully captures the effigy of Christ 
expired with its serene soulfulness that is both striking and convincing. The 
spiraling locks of hair framing Christ’s lower face are in eloquent balance with 
the terminating curls of his beard and the overall management of the sculptor’s 
hand implies a talented maker.

The present head of Christ is distinctively Florentine in essence, datable to 
the last third of the 15th century. Devotional art in Florence was in significant 
demand during the Quattrocento, destined for use in private chapels, oratories 
and convents in Florence and outlying areas. In the latter part of the century, 
Florence boasted more wood-carvers than butchers, being a testament to 
the value placed upon the desire for sacred art in that city. A majority of 
commissions were realized by Florentine artists like those belonging to the 
Maiano and Sangallo dynasty of sculptors as well as individual sculptors and 
their studios like Leonardo del Tasso, Baccio da Montelupo, Antonfrancesco 
Bugiardini, Baccio d’Agnolo, Francesco Rustici, Andrea Sansovino, the Master 
of the Scapigliati Crucifixes, et al.

Specifically, our sculpture represents a fragment for what would have formed 
the full figure of Christ belonging to a compianto or Lamentation group of 
free-standing sculptures executed in wood, modeled further in stucco and 
painted in vibrant color. The figure of Christ would have been shown reclined, 
laid supine on the floor or stage and surrounded by mourners. Other such 
groups, were executed in-and-around Florence like those observed realized in 
terracotta by Michele da Firenze (Galleria Estense), one attributed to Leonardo 
del Tasso, ca. 1490 (Berlin Museums), or another in the ambit of Baccio da 
Montelupo, ca. 1515-20 (Museo d’Arte Sacra di San Francesco di Greve in 
Chianti).



In particular, our head of Christ aligns with the milieu of works produced by 
the Maiano brothers whose workshop the elder brother Giuliano owned and 
established along Via de’ Servi during the 1450s. Alongside Giuliano were his 
two younger brothers, Giovanni and Benedetto, the latter of whom became 
a much-respected and distinguished sculptor during the last part of the 15th 
century.

The distinctive tubular corkscrew curls present on the hair and beard of our 
Christ are superficially analogous with those belonging to a crucifix ascribed to 
Giuliano da Maiano or his ambit at the Cardini Chapel in the Church of San 
Francesco in Pescia while the overall disposition of Christ’s face is reflective 
of crucifixes by Benedetto da Maiano like the documented example executed 
toward the end of his career at the cathedral of Santa Maria del Fiore and 
especially the crucifix kept at the oratory of Santa Maria della Misericordia in 
Florence, adjudged ca. 1478, which originally belonged to Benedetto’s estate 
upon his death. Although this crucifix is heavily overpainted, the general form 
of its underlying sculpted character is commensurate with our present head of 
Christ, especially when observed in-profile.

By technical standards our present head of Christ is further reflective of 
the working methods observed in the construction of crucifixes realized by 
Benedetto da Maiano, presumably inherited from the practices employed by his 
brothers. The head is carved from a solid trunk and the neck extends for fitting 
into a hollowed-out upper body with further parts to-be-attached along the 
right-and-left sides of the sculpture. The application of painted stucco atop the 
wood sculpture is likewise commensurate and the trace attachment of stucco-
modeled hair running down Christ’s back, is applied in the same manner as 
observed on the Misericordia crucifix.

A further homogeny between our head of Christ and the work of the Maiano 
brothers is observed in the sculptural language of a marble altar frontal 
depicting a Pietá in relief in the oratory of the Madonna dell’Olivo at Prato 
Cathedral. Although the frontal has been traditionally assigned to the overall 
Maiano workshop, Francesco Caglioti has attributed the relief specifically to 
the brother, Giovanni da Maiano, ca. 1477-78, being an advanced work prior 
to his premature death in 1478 (fig.). While Giovanni’s oeuvre remains largely 
undeciphered Caglioti likewise attributes a marble Madonna with the Child 
and St. John at Monte dei Paschi in Siena to his involvement. As the Maiano 

(figure)



workshop was prolific in the production of works-in-wood, our present head 
of Christ may indicate an earlier work by Giovanni, if by his hand, perhaps 
executed during the late 1460s or early 1470s. If correct, it is to be wondered 
if the Misericordia crucifix, forming part of Benedetto’s estate, may not 
be Benedetto’s workmanship but rather that of his brother, or possibly a 
collaborative work between both brothers, perhaps kept by Benedetto as a 
keepsake after Giovanni’s death in 1478. The similarities between our head of 
Christ and the Misericordia crucifix are potentially suggestive of this idea.

The head of Christ, with its consonance of style reflective of both the elder 
Giuliano and younger Benedetto and its relevance to the Pietá frontal ascribed 
to Giovanni, may situate this fragment as a possible rare survival of Giovanni 
da Maiano’s workmanship. Apart from the inherent influence of his brothers, 
the head of Christ may also draw reference from Domenico Ghirlandaio’s 
frescoed depiction of Christ in his Lamentation scene for the Vespucci Chapel 
at the Chiesa di Ognissanti in Florence, completed in 1472, perhaps intimating 
a more precise dating for our sculpture.

While no documentary evidence has come forth concerning the execution of 
a compianto in wood made by the Maiano workshop, Giancarlo Gentilini and 
Caglioti have brought attention to a terracotta group executed by Benedetto 
ca. 1485-88 for the chapel of Girolamo Talducci at Santa Trinita a Prato whose 
fragments survive in various collections.

In consideration of the aforenoted, it is to be further speculated if the painter, 
Neri di Bicci and his workshop could have been responsible for painting 
the present head of Christ as the Maiano workshop regularly collaborated 
with di Bicci from 1455-72 for the painting of tables, altarpieces, frames, 
candelabra, crucifixes, chests, reliquaries and other objects-of-devotion. Other 
Florentines turned to Bicci for the painting of sculpture, including Desiderio 
da Settignano and Don Romualdo da Candeli. However, other local painters 
should not be ruled out as candidates in the painting of our bust, such as 
Alesso Baldovinetti, with whom the Maiano also occasionally collaborated. The 
trace feature of blood from Christ’s crown-of-thorns is superficially comparable 
with Benedetto’s relief of the Veil of Veronica at the convent of Santa Maria del 
Carmine in Florence.

Condition: Worming with traces of original polychromy and stucco.

Provenance: a noble Italian family.



CRUCIFIED CHRIST

Dresden school, possibly by Johann Joachim Kändler (?)
Dresden, Germany; ca. 1730 

Fruitwood, probably pear tree, varnished 
Approximate size: 32 cm (h)

The present corpus exhibits the workmanship of a sculptor whose talents are 
emphatic of the wood and ivory carvers of South Germany and Austria during 
the late Baroque period. Its rich detail and elaborate, exaggerated features 
suggest the hand of a talented and individual sculptor. 

The Italianate face of our Christ, integrated with a corpus of distinct South 
German or Bavarian influence, recalls the immediate impact of Balthasar 
Permoser, who was born in Bavaria, trained in Vienna and was active as an 
assistant to Giovanni Battista Foggini in Italy, before serving in Dresden under 
commission of Johann Georg III, Elector of Saxony. Permoser’s fourteen years 
spent in Italy introduced new ideas to his German peers, elevating his status as 
one of the foremost sculptors of the region. 

While our corpus retains stylistic tendencies superficial to the late Baroque 
period, certain nuances distinguish it as the work of a unique sculptor. The 
closest figural and stylistic analogies to our corpus are observed in a corpus 
modeled by Johann Joachim Kändler for the Meissen porcelain factory in 1743. 
Examples of this model survive as part of two impressive porcelain Crucifixion 
groups at the Staatliche Kunstsammlungen in Dresden (commissioned that year 
by the Dresden Court Hotel) and the Palace Church in Lauchhammer-West. 
Our corpus also shares analogies with another fruitwood corpus, twice-its-
scale, attributed to a sculptor active in the circle of Permoser (Sotheby’s sale, 
8 December 2009, Lot 71). The hulking upper chest situated atop a thinly 
cinched waist with idiosyncratic brows delineated by angled strokes forming 
an arrow-like pattern, suggest the possibility of a shared authorship between 
the two corpora, with the present corpus indicative of a younger stage in the 
sculptors career and the latter, a more advanced stage, perhaps by span of a 
decade or more. Alternatively, the our corpus could have been inspired by the 
aforenoted corpus, being the work of an evident master. 



Notably, Kändler is recognized as facilitating Permoser’s influence into the 
later 18th century by way of his tutelage under Dresden’s other court sculptor, 
Johann Benjamin Thomae, who himself had been hired by Permoser to assist 
with the palatial decorations at Zwinger from 1712. By 1731, at the age of 
twenty-five, Kändler’s talents procured him the appointment of court sculptor 
by Augustus II. Kändler immediately began producing models for the Meissen 
porcelain factory, of whom his teacher Thomae and Permoser alike, had 
enjoyed previous employment. Kändler quickly became the Meissen factory’s 
model-master in 1733 and remained with the factory until his death in 1775. 
Kändler’s work with Meissen made him famous in the courts of Europe for 
his innovative models, ingenious designs and is today considered the most 
important proponent in Europe’s history of porcelain production. 

While it would seem unlikely to consider such an arresting and brutal portrayal 
of Christ, as suggested by our present corpus, could come from a sculptor 
better known for his elaborate animals, cute dogs, and Rococo figurines of 
dancing harlequins and jovial figure-groups inspired by Commedia dell’Arte, 
Kändler’s origins were in consort with others of his trade prior to the advent of 
widespread porcelain production in Europe. Particularly, as the son of a pastor, 
Kändler may have been keen to work in the decoration of religious institutions 
or on behalf of religious patrons who were the frequent commissioners of 
sculpture apart from nobility. 

Although Kändler remained active with his work at Meissen he also completed 
other commissions outside the factory during his early career, noted by an 
epitaph he created in 1736 for Maria Rebekka Schlegel and another in 1738 for 
Alexander Miltitz, both located at the Meissen Stadtmuseum. These works are 
rarely discussed yet remain his only autographed sculptures apart from a single 
late Meissen porcelain allegorical figure-group completed toward the end of 
his career on commission for Tsarina Catherine II for the Palais Oranienbaum 
near St. Petersburg. 

Distinctive features link our corpus with Kändler’s Meissen corpus and with 
the figure of Father Time on his Schlegel epitaph (fig.). The unusually thick, 
raised veins featured on Kändler’s figure of Father Time correspond with those 
featured on our corpus, branching wildly with a pulsing vitality uncharacteristic 
of the more subtle approach from other regional sculptors of the period whilst 
drawing a potent influence from Permoser. 



The spear wound on Christ’s side, shaped like eyelids spewing forth worm-like 
drops-of-blood, are distinct and uniform on both corpora. Further analogies 
are observed in the arched rib cage forming a sharp upward point toward the 
sternum, flanked above by the sinuous tension of muscle pulled across the 
upper chest. The rib cage is likewise delineated by a series of bulbous muscles 
skirted by subtly raised obliques that rise toward the pit-of-the-arms. Although 
the waist is more emaciated, and the lower rib cage more dramatically sunken 
on our corpus, the profile of both corpora are identical in their slender 
depiction of Christ. 

A similar energy is also observed in the wind-swept perizonium of each 
corpus and their management of folds and flares while their border along the 
curve of the lower abdomen, just below the arcuate line, is a frequent feature 
observed in other works by Kändler. Further correspondences are observed in 
the features of Christ’s face, with his straight nose, thin bridge, slightly agape 
mouth, bulbous eyes set deep in their sockets, suave curvature of the eyelids, 
distinct manner in which the ears are modeled and the style in which the hair 
is rendered. 

The closed eyes of our corpus recall those observed on Kändler’s figure of 
St. Franz Xaverius in the elaborate figure-group portraying the saint’s death, 
probably made for the Queen of Poland, Maria Josepha, ca. 1738-40 (Meissen 
inv. PE 424). A similar pathos in Christ’s expression is also observed in 
Kändler’s figure of St. Francis, made for an unidentified Roman client in late 
1747 (Meissen inv. PE 3770). The anatomical features of our corpus are echoed 
in a quantity of Meissen figures produced by Kändler during the 1730s-40s and 
our corpus may relate in subject-and-manner to some of the earliest models of 
saints he produced for the factory like those originally prepared for an altar 
set commissioned by Augustus III as a gift for Pope Clement XI’s nephew, 
Cardinal Annibale Albani, in 1735. 

In consideration of the dating of these early models, as well as Kändler’s 
signed Schlegel epitaph of 1736, our sculpture likely dates to the early 1730s 
or potentially earlier. A particular distinction of our corpus is the presence 
of certain naïve qualities suggestive of an early work by the sculptor’s hand. 
This includes the choice lack of veins running along the upper thighs or the 
overabundance of veins along the neck. The supremely narrow waist supporting 
a larger upper body is almost over-dramatized while the head seems out-of-
proportion with the remainder of the sculpture. Additionally, the bridge of 
the nose is rendered slightly too thin, yet there is still a technical virtuosity 



revealing a promising talent in the sculpture’s realization. It is reasonable to 
consider the corpus may have been made while Kändler was apprenticed to 
Thomae during his early 20’s or perhaps in the first years of his appointment 
as court sculptor after 1731. Some features of our corpus may prefigure those 
present on his 1736 figure of Father Time and his Meissen corpus of 1743, 
the latter of which clearly displays an increased refinement that must have 
depended upon the execution of earlier efforts like our present corpus. 

A context for our corpus finds itself in the Saxon Elector whose requisite 
dedication to the Catholic faith prompted an ongoing need to edify his 
religious commitments to the Polish nobility. A quantity of devotional objects 
for the Dresden court were produced for church dignitaries and Catholic 
nobles, predicating an environment in which our corpus would have been 
reasonably commissioned. 

The value of our corpus resides in its expressive quality, uniqueness and its 
indication of Kändler’s burgeoning talent which would later sweep the courts 
of Europe with a passion for porcelain figures rivaled only by Kändler’s own 
artistic determination to realize the highest potentials of the medium.

The retiring torsion of our Christ’s body, the strain suggested by his bulging 
veins, visceral side-wound and unsettling features juxtaposed against his 
transcendent resignation, altogether culminate in a striking drama in small-
scale. A suitable object for the private devotee of the era and potentially a work 
of cultural significance anticipating the talent which would win Kändler’s 
court appointment, our corpus is as dramatically spirited as the porcelains that 
adorned the table settings and display cabinets of Europe’s nobility throughout 
the Rococo.

Condition:. The proper-left arm is a later replacement. Two of the right-hand 
fingers are replacements while three of the original digits have been reattached. 
An old fissure running down the back of the corpus terminates along the 
reverse of the proper-right thigh, suggesting the sculpture almost split into 
two-pieces but has been rescued. It is undetermined whether this split was 
due to an extreme or sudden loss of moisture resulting in cracking or due to 
a fall the corpus may have once suffered or during an attempt to remove it 
from a contemporary cross (the cross accompanying this corpus was a later 
replacement). There appears to be minor in-filling along the most severe area 
of the crack to help stabilize and restore the corpus. The attention given to the 



recreation of the proper-left arm and other restorations indicate the corpus 
must have been regarded or esteemed by a former owner. The gilding of the 
perizonium appears original, although with minor wear, and is commensurate 
with the period. The corpus once featured a crown-of-thorns, indicated by four 
holes to secure it along the circumference of the head. It would have probably 
been stylistically close to the crown-of-thorns featured on Kändler’s Meissen 
corpus of 1743. There is a minor chip or loss to the edge of the perizonium, 
along Christ’s proper-right hip, due to the fissure already discussed and the 
braided cord of the perizonium, originally open-worked and stretching along 
the lower abdomen is lost. Another minor chip is featured along the underside 
of Christ’s proper-left heel. In spite of these flaws, the corpus predominantly 
retains its original appearance and is in a condition generally commensurate 
with its age.

(figure)



A MID-18TH CENTURY LEDA AND THE SWAN 
IN POLYCHROME WOOD

Anonymous
South German; mid-18th century 

Polychrome wood 
Approximate size: 42.5 cm (h)

The present sculpture is a beautifully articulated rendering of Leda and the 
Swan carved in-the-round (fig.). A close comparison could be Johann Joachim 
Kändler’s model of Leda and the Swan executed for the Meissen factory 
workshop during the mid-18th century.

The polychromy refreshed, probably at a later date.

(figure)



A GOTHIC BURGUNDIAN POLYCHROME OAK MADONNA

Anonymous 
Probably Burgundy, France; late 15th century

Polychrome wood 
Approximate size: 33.5 cm

A polychrome oak figure of Mater Dolorosa or the Mourning Madonna, 
probably formerly part of a small Golgotha group of the late 15th century 
region of Burgundy. The sense of arrested movement, envisaged by an austere 
countenance, whose portrayal of liveliness arrives only by subtlety through the 
articulation of deeply carved and suspended draperies, is tantamount to the 
climate of Burgundian sculpture of the late Gothic period (fig.). 

The sculpture’s judicious stature and sharp folds makes for dramatic effect in 
proper lighting, resulting in a modestly carved yet emotionally palpable work-
of-art. 

(figure)



CRUCIFIED CHRIST

Attributed to Johann Joseph Christian
Riedlingen, Germany; ca. 1730-40 

Polychrome wood 
Approximate size: 76 x 53 cm (corpus) 

The emotive character of this corpus, coupled with its sweeping perizonium, 
reflects the late Baroque, Rococo drama inherent in the religious sculpture 
of the period. Its large scale suggests it was used for the main altar of a 
private chapel or local Parrish church. The detail given to Christ’s anatomy is 
remarkable while the sense of movement suggested by the subtle twist of his 
torso and corresponding drapery, gives the impression of vigor in the midst of 
sacrifice.

A direct comparison of our Christ can be made with a group of four corpora 
attributed to Johann Joseph Christian and his workshop, preserved at 
the heute Museum Städtische Galerie of Riedlingen in the former Heilig-
Geist-Spital. In particular, an unpainted workshop model of a corpus (Inv. 
2006/0142) is an exact figural comparion with our sculpture and may suggest 
a possible carving by Christian rather than an assistant. Another corpus by 
Christian, for the Pfarrkirche St. Leonhard in Daugendorf, is confidently 
related to our sculpture in addition to a statuette of Christ Seated, located in 
the same church, and thought also to be Christian’s work (fig.).

A quantity of corpora in regional churches link their corpora to Christian 
although few are faithfully congruent with the early important works ascribed 
to him and are more likely the production of later followers or workshop 
assistants.

The distinct face of our corpus, however, compares favorably with Christian’s 
figure of St. Sebastian at the Kirche St. Peter und Paul in Offingen, made in 
1755 or his stone figure of 1734, depicting St. Nicholas for the exterior of the 
chapel dedicated to this saint at Schloss Mochental, while the physiognomic 
character of our corpus is figured in his St. Sebastian for the Pfarrkirche St. 
Georg in Ertingen in 1738. Based on these observations our corpus probably 
dates to an earlier period in the sculptor’s career, between 1730-40.



Johann Christian’s celebrated masterpieces are the stucco reliefs and choir 
stalls he executed for Zwiefalten Abbey and Ottobeurn Abbey during the 1750s, 
considered accomplishments that encapsulate the zenith of German Baroque-
Rococo mastery.

Condition: Commensurate with age. Some repairs throughout, particularly 
a reattachment of the perizonium. Chips and losses to polychromy. Original 
polychrome intact although the blood may be a later addition. 
 
Provenance: From the estate of a noble family, that of Carl-Anton Goëss-
Saurau (1921-2015) and his wife Marie (1921-1996). The object was kept in the 
historic Schloss Pfannberg located in the Austrian countryside. 
 
Addendum: Our former catalog entry mistakenly attributed this sculpture to 
the workshop of Johann Franz Schwanthaler and is here corrected on account 
of our most current research.

(figure)



AN ANGEL

Anonymous
Lower Franconia or Bavaria, Germany; probably ca. 1625-50
 
Limewood with traces of original polychromy
Approximate height: 70.5 cm

The present sculpture of a wooden angel, though fragmentary, is graceful 
with its contrapposto pose and time-weathered state. It’s antique, doll-like face, 
is amiable: bestowing a delightful eloquence that juxtaposes both time and 
beauty.

The long face and nose of our sculpture, with its rotund cheeks and receding 
chin, are indicative of the stylistic milieu of provincial sculptors active in the 
Bavarian Alps during the second-quarter of the 17th century. The remnant of 
paint on the angel’s upper garment is articulated in a striking, vibrant blue, 
indicating a sense of its original attractiveness. During the 17th century, the 
painting of such sculptures would have been delegated to a painter’s guild 
outside that of the sculptor’s trade, handled by specialists responsible for 
completing contracted commissions.

Our sculpture may have once held an object, a veil or candlesticks, or may have 
been a freestanding artwork forming part of a larger sculptural program for a 
church altarpiece.



CRUCIFIED CHRIST

Anonymous 
South Netherlandish, probably area of Leuven, Belgium; ca. 1480-85

Oak, stripped of its former polychromy 
Approximate size: 35 cm (h)

The thick, gnarled, open-work crown-of-thorns and tightly bound perizonium 
of the present corpus, tucked beneath its inner thigh, is distinctively South 
Netherlandish in style and resonates with the manner of corpora produced 
in major centers like Brussels and Antwerp during the last part of the 15th 
century, prior to the regional dominance of Jan Borman’s influence.

In particular, our corpus, whose bulbous eyes, set deep beneath an arched brow 
line, thick nose, slightly agape mouth with delineated upper teeth and singular 
coiled strands of hair, descending down each side-of-the-face, especially recall 
the figural style of sculpture emanating from nearby Leuven, east of Brussels.

Corresponding Crucifixions by South Netherlandish painters emulate the 
figure and perizoma-type of our corpus, notably Josse Lieferinxe’s Calvary of 
about 1500 at the Louvre and a Crucifixion of about 1485 by the Master of the 
Tiburtine Sibyl at the Detroit Institute of Arts, an artist thought to have trained 
in Leuven.

Our corpus follows closely with several other sculptures in the region such as 
the polychrome oak corpus surmounting the main altar of the Church of Saint 
Dymphna in Geels, Belgium, carved by unknown Brussels sculptors around 
1515 and two large oak corpora in private collections (one in a collection in 
Oudenaarde and another formerly with the dealer Cecile Kerner in Brussels). 
Our corpus probably copies a lost regional model of some distinction. Its 
uniqueness certainly distinguishes it in the genre of sculpted crucifixions.

The tense posture of Christ, whose arms would have been pulled taught, in 
horizontal fashion, along the beam of the cross, accents the brutal suffering of 
Christ resounding with Gothic tonalities.



Christ’s emaciated, dehydrated figure inspires the superbly intricate veins 
navigating the legs of our corpus while the sunken abdomen with a pouched 
stomach forms a sharpened arch at the crest of the rib cage leading to a tightly 
knotted sternum echoing the pleats of Christ’s perizonium. The lowered head 
of Christ, bearing an exaggerated and thickly woven crown with eminent 
thorns, recall 15th century effigies of Christ located in parish churches 
throughout the Low Countries of Flanders-Belgium.

The terse pathos of our sculpture is alarming yet austere. Its fragmentary 
condition, elaborating a vertically balletic pose, is dignified while its macabre 
tension halts it in a space suggestive of the eternal. In this remarkable artwork, 
age, line, and texture congress to present us today with an arresting artwork 
replete with transcendent beauty and mystery.

Condition: lacking arms, some thorns and the flares of the perizonium. Two 
holes drilled in the back from former mounting. An eyehook added to the 
reverse for display.



A RARE NUDE GERMAN CORPUS

Anonymous
Probably Tyrol, Germany; ca. 1600-50

Limewood 
Approximate size: 32 cm

The present crucifix is a rare example of Christ carved in-the-nude. Post-
Reform sentiments would have protested such portrayals of Christ and 
examples of this kind are scarcely found.

The stylistic character of this corpus with its narrow face, bulbous toes and 
facial features along with its elongated limbs point to a possible origin in 
Tyrol around the year 1600 or during the first half of the 17th century. The 
care given to the sculpted physique is impressive and indicates the work of a 
skilled carver.

Another example of a nude Germanic corpus of similar scale and time-
frame can be observed in Georg Schweigger’s nude crucifix (with removable 
perizonium) kept at the Kunsthistorisches Museum (Inv. 9893).

Condition: Lacking arms and some minor losses to the crown-of-thorns. A 
rugged texture is present on Christ’s face due to the stripping of its original 
polychromy. Minor stress cracks associated with age.



A CENTRAL GERMAN GOTHIC CORPUS
 
Anonymous
Central Germany; ca. 1400 
 
Polychrome wood 
Approximate size: 71 cm

The present corpus, depicting Christ portrayed in silent expiration, yet with 
trace indications of his sacrifice, presents a solemn expressiveness in-keeping 
with the milieu of Gothic Germany. In particular, our corpus can be related 
to another similar portrayal of Christ formerly kept in the chapter hall of the 
Cistercian convent in Weinhausen (fig.) and another found in the German 
castle, Schloss Laubach.   
 
Condition: Traces of original polychromy. Restorations, losses and reverse 
flattened.

(figure)



BUST OF CHRIST, FRAGMENT OF A GOTHIC CRUCIFIX
 
Anonymous
South German, probably Lower Rhineland; ca. 1450-1500

Wood with traces of polychromy 
Approximate size: 29 x 46 cm

This imposing and somber fragment of a crucifix charges the viewer with 
the weight of Christ’s sacrificial burden while its tattered state serves only 
to magnify its gloom upon the devoted. It’s expressive potency did not go 
unnoticed by its former owner, Hans von der Gabelentz, director of the 
Weimer-Goethe Museum, who kept this sculpture in his private collection.

Christ’s long, strong face and gardant demeanor recall the sculptural manner of 
the Lower Rhineland.

Condition: traces of old worming, traces of former polychromy with 
polychromy on the face of Christ refreshed. Various minor chips and losses. 
Mounted on a later 19th century wood plinth.

Provenance: collection of Hans von der Gabelentz (nobleman and former 
director of the Wiemar-Goethe Museum), resided at Poschwitz Castle (displayed 
atop a large display cabinet with other works from Hans’ collection).

Reproduced in Über ein halbes Jahrtausend auf angestammter Scholle. Geschichte 
der Herren von der Gabelentz auf Poschwitz 1388-1938. Bibliographisches Institut 
Leipzig 1938, p. 106



A 17TH CENTURY INDO-PORTUGUESE CRUCIFIX
 
Anonymous 
Indo-Portuguese; 17th cent. 
 
Polychrome wood
Approximate size: 53 x 40 cm

A superbly carved and dramatically expressive Cristo Vivo whose balletic form 
and forward-facing gesture expresses an emotional depth both resigned and 
powerful. The shape of the present corpus suggests a worker accustomed to 
carving curved ivory horns, shaping them into crucifixes and other figures. Its 
stylistic quality pertains to the frequently encountered ivory corpora carved in 
Goa (former Portuguese colony in India). 

The sculptor responsible for this corpus may have been from Lisbon, familiar 
probably with Filipe de Vries’ crucifix kept at the Monastery of Jeronima in 
Lisbon (fig.).

Condition: losses, damages and replacements commensurate with age.  

(figure)



AN 18TH CENTURY SPANISH-FILIPINO CRISTO VIVO
 
Anonymous
Spanish Philippines; 18th cent., accompanying cross dated 1768

Polychrome wood with set glass eyes (fig.) with a gilt and polychrome cross
Approximate size (including cross and base): 78.7 cm

The base of the cross reads:
yo soy el camino la verdad la vida (I am the path of truth and life)

During the mid-17th century, Christian emigrants and missionaries to the 
Spanish colonies (South America and/or Philippines) created a demand for 
devotional works of private and public use, the elaborately carved present 
crucifix being one such example. The present corpus, although probably 18th 
century, may be older than its accompanying cross, elaborately painted, which 
is dated 1768.

The perizonium, whose thick knot along the proper right of Christ, exposed 
double-rope belt, and drapery folding over the front-center, indicate a probable 
origin in Spanish-ruled Philippines. The overall visual language and treatment 
of Christ’s physiognomy and hair also recall the talented and prolific carvers of 
ivory corpora active in that region during the 18th century.

(figure)



16TH CENTURY EUROPEAN WOOD-CARVED CALVARY GROUP
 
Anonymous 
Eastern France; 16th cent.

Polychrome wood
Approximate size: 79 x 42 cm

The present crucifixion group, featuring Christ on the cross, the Virgin Mary, 
Mary Magdalene, Saint John and two Roman soldiers on horseback flanking 
the cross, are displayed upon a wide plinth with the terrain of Golgotha above.

The Latin passage along the base of the cross, painted in gold, refers to the 
opening verse of Salve Crux Sancta Salve Mundi sung during the feast of Inventio 
Crucis. The hymn is of old invention, attributed to Fulbert de Chartres who 
was bishop of Chartres during the early 11th century.

The iconographic vocabulary of the present group indeed points to a possible 
origin in France, particularly the Burgundy region of eastern France, with 
its choice use of period costume and anecdotal animated figures. Similarly 
orchestrated Golgotha scenes can be observed against elaborate architectural 
settings in retables at the Church of St. Martin in Rumilly-les-Vaudes or one at 
the Musée des Beaux-Arts in Dijon. 

While the present sculpture may be indebted to the influence of late medieval 
French retables, there is also the apparent influence of mid-to-late 16th 
century Italian modalities in the present work, as concerns the figures of the 
Virgin Mary, Mary Magdalene and St. John.  The blend of French and Italian 
concepts in the present sculpture could suggest an origin in or around the 
First School of Fontainebleau, executed sometime between the mid-to-late 16th 
century and intended for use in a chapel or home for private devotions.



CRISTO DE LA AGONÍA

Attributed to Manuel Chili, called Caspicara 
Quito, Ecuador; ca. 1770-75

Polychrome fruitwood 
Approximate size: 45.7 cm

The present sculpture, a Cristo de la Agonía, depicting Christ in agony, is an 
exceptional work of remarkable expressiveness. Its pathos is indebted to the 
influence of Spain’s Golden Age depictions of Christ’s crucifixion while its 
distinct style situates it with the production of devotional art in later colonized 
territories like Ecuador from which the ‘Quito school’ genre emerged as a 
combination of Spanish, Italian, Flemish and Moorish influences.

The ‘Quito school’ had its genesis in the Artes y Oficios, established in 1552 
by the Franciscan priest Jodoco Ricke at the San Andrés seminary, where 
indigenous artists were trained by colonial Europeans in the production of 
devotional arts intended to spread Christianity in the New Americas.

The personality of artists belonging to the ‘Quito school’ are a rare occasion 
as most art was produced without individuation. Quito artists recognized 
themselves as instruments of the divine in the production of sacred works 
whose purpose was to instruct people in the faith. However, the idiosyncratic 
character of the crucifix, here discussed, distinctly recalls the hand of Manuel 
Chili, called ‘Caspicara.’ The talent of Chili was recognized at an early age, 
steered by his Jesuit mentors who encouraged his abilities. Chili eventually 
achieved fame throughout New America and Spain to which King Carlos III of 
Spain is reputed to have once commented, “I am not concerned that Italy has 
Michelangelo; in my colonies of America, I have the master: Caspicara.”

Immediate superficial characteristics of the present crucifix are observable 
in relation to Chili’s productions, such as the feature of embedded glass 
eyes, subtly painted eyelashes and eyebrows and alternating drops of blood 
emanating from the neck and from behind-the-shoulders, flowing down the 
chest in varied lengths with a long drip running down the center abdomen. 
The bleeding knees and triangular outcropping of blood pouring from the 



nail wounds of Christ’s feet are likewise comparable with his Sábana Santa 
(Quito Cathedral) and Cristo Yacente (Museo del Banco Central del Ecuador). 
More specific are the exaggerated external abdominal obliques running along 
the back of our sculpture in four lateral protrusions which may be compared 
against Chili’s Christ at the Column (Indianapolis Museum of Art) and the 
figures of the Fates of Man (Hispanic Society of America) (fig.)

In particular, the present crucifix favors a period of activity close-in-execution to 
these Fates whose sculptural power and spectacle is commensurate. Especially 
analogous is the treatment of anatomy observed between the present crucifix 
and Chili’s figure of a Soul in Purgatory (fig.), featuring a similarly sculpted 
upper ribcage, pleated sternum, sunken abdomen, pouched gut and upward 
gazing expression pervaded by a long straight nose and pursed brow that 
likewise echo an adoring Magi in his Nativity on the altarpiece Chili made 
for the Convent of St. Francis in Quito. The outer edges Christ’s hair on the 
present sculpture, descending in wave-like tufts, are consonant with Chili’s 
figure of a Soul in Heaven and is likewise reflected on his figure of San Joaquín 
at the Church of San Francisco in Quito and other works. Also notable is 
the treatment of blood along the back of the present crucifix, articulated in 
uniquely outcropped strokes terminating in thickened beads that precisely 
reflect those featured along the open chest wound of Chili’s figure for a Soul in 
Hell.

Although distinctly ‘Quito school,’ sans the glossy polychromy common-to-
the-genre, the present crucifix also appears informed by the ivory crucifixes 
being imported to the Colonial Americas during the 18th century from the 
Philippines and east Asia, often considered luxury works respected for their 
fine craftmanship and material. In particular, the limply articulated legs and 
overall vertical disposition of our Christ references these works. However, our 
sculptor herewith demonstrates an equivalent, if not excelling capability in the 
attention to anatomical detail and fine articulation of sinuous veins heightened 
along the surface of Christ’s emaciated physique.

While the long-and-narrow figure of the present crucifix is indebted to Spanish-
Philippine influences and the Flemish manner imbued in that tradition, the 
upward extended arms and anguished countenance of the present crucifix 
may have its impetus in the local milieu of Quito. In particular, the painting, 
El Cristo de la Agonía (Convento de los Descalzos in Lima, Peru), executed by 
Miguel de Santiago during the mid-17th century, is particularly analogous to 
the expressiveness of the present crucifix. The painting experienced much 



acclaim in Quito where local legends recount Miguel’s obsession for realism, 
prompting him to convince a student to model for the work, tied to a crucifix, 
and subsequently maiming him to ensure he captured the most convincing 
portrayal of suffering possible. This same resounding pathos is convincingly 
expressed in the emotionally charged character of the present crucifix.

As noted, the distinct lack of polychromy for-the-flesh on the present crucifix 
exposes its natural wooden surface, here intended to imitate the skin tone 
of the indigenous Kichwa population of Ecuador. Chili’s renown eponym: 
“Caspicara,” indeed reflects his indigenous background, meaning “wooden” or 
“stick face,” a probable allusion to both his heredity and talent.

Notably, the lack of polychromy on the present crucifix suggests it was not 
intended for a Eurocentric environment but was destined instead for a locus 
orandi or local place-of-devotion where acolytes of Christian faith could pray 
privately, often before a singular image of Christ Crucified like the present one.

While most of Chili’s known work features Eurocentric flesh-tones for its 
polychromy the present crucifix alternatively exemplifies a certain pride in 
the native peoples of Ecuador being an interesting outlier in the artistic-
cultural syncretism found in the New Americas and enriching the words of the 
Dominican Friar and historian, José María Vargas, who commented that Chili 
was one of “the greatest expressions of his race, demonstrating that personal 
effort outstrips the prejudices of one’s surroundings.”

(figure)



JOHANNES-SCHÜSSEL

Attributed to Bernt Notke and/or workshop
Lübeck, Germany, Stockholm, Sweden or the Baltics; ca. 1475-1500

Wood 
Approximate size: 23 cm (h)

The present bust, presumably depicting John the Baptist and carved three-
quarters in-the-round, is an austere and arresting portrayal of the saint whose 
monumental expressiveness in small-scale is both astounding and captivating.  
The sunken features of the Baptist’s elongated and idealized face, boasting a 
noble linear character framed by tightly packed curls, invites a Northern Gothic 
appeal meets a Nordic simplicity still in-vogue today. Indeed, the combination 
of these themes point to an origin with North Germany’s most celebrated late 
Gothic artist: Bernt Notke, called the “Donatello of the North.”

Although debate persists concerning the clarity of the role of Bernt Notke as a 
painter, sculptor and entrepreneur operating a diverse and capable workshop 
descendant of Flemish prototypes, his creative brevity in sculpture is best 
recognized through his inventiveness of style amidst the less adventurous gothic 
sculpture produced in North Germany during the late 15th century. Notke’s 
ingenuity developed out of the local Hanseatic culture and the sculptural 
traditions of Lübeck and its surrounding areas while imbuing his inventions 
with an adroit monumentality unique and innovative for its time.  

Notke’s artistic activity began in Lübeck during the 1460s where his workshop 
was responsible for the creation of two large-scale painted productions of the 
Danse Macabre at Marienkirche in Lübeck (lost) and another in Nicolai Church 
in Tallinn, Estonia. Notke’s earliest recorded sculptural accomplishment is the 
triumphal cross group for Lübeck Cathedral, realized as a memorial to Bishop 
Albert Krummedyk, begun ca. 1470-72 and completed in 1478.  The high-
quality execution of the figures of Christ, Mary, St. John, Mary Magdalene 
and Krummedyk, are considered works by Notke’s own hand.  According to a 
parchment note discovered hidden within a crevice of one of the sculptures, 
the ensemble was completed with five assistants: an assistant carver, painter and 
three shippers. 



Certain idiosyncratic features suggest our bust of John the Baptist is a possible 
work by Notke. The treatment and sculptural handling of the bust with its 
elongated face, pursed brow and straight nose featuring a long narrow bridge 
is comparable against several works including his idealized depiction of St. 
George for the masterful sculptural ensemble of St. George and the Dragon at 
Storkyrkan Cathedral. An earlier impetus is observed in his small figure of 
Christ on the Stillinge Church altarpiece in Denmark, ca. 1476-80.

The articulation of the lips, treatment of the slightly agape mouth with exposed 
teeth and commensurate depth-of-carving for the nostrils and mouth are 
likewise reflected in his sculpture of Christ on the triumphal cross in Lübeck 
Cathedral among other works (fig.).

Further uniform is the precise treatment in which the tightly packed curls and 
gyrating waves of hair are carved heartily into the wooden form.  A detailed 
comparison of Notke’s approach to carving hair can be found in analogous 
works like the Princess belonging to his St. George group or his free-standing 
figure of St. Ansgar (Hamburg Archaeological Museum). In particular, an early 
intimation of the corkscrew beard of our Baptist is observed in Notke’s carvings 
of heads for the organ panels at Marienkirche in Lübeck, ca. 1475-77 (lost). 

Our bust especially shares a stylistic proximity with a sculpture of St. Erik at 
Strängnäs Cathedral attributed to Notke and thought commissioned by Bishop 
Kort Rogge in 1487 as part of the inauguration of St. Erik’s chapel and altar.  
The Baptist is also further congruent with the fragmentary bust of a saint in the 
collections of Turku Cathedral, attributed to Notke, ca. 1497-1500.

Our bust of John the Baptist may have been produced in Lübeck (Germany), 
Stockholm (Sweden) or any of the Baltic areas in which Notke was active. He 
is documented in Stockholm intermittently from 1483-97, serving as a mint-
master there from 1491-93 and he is thought to have departed Sweden after the 
deposition of Sten Sture the Elder’s first regency over the territory. 

It is questionable whether the Baptist may be the fragment of a larger figure 
group executed in relief or a Johannes-schüssel intended for display on a church 
altar or used as part of the lid to a baptismal font.  Its scale is commensurate 

(figure)



with other small Johannes-schüssel’s like one formerly attributed to Notke’s 
pupil, Henning van der Heide, but now recognized as a possible work by the 
eponymous Immaculate Master executed for Norrby Church and preserved in 
the Swedish History Museum. Similar regional examples are found at Bollnäs 
church in Hälsingland, made by Haken Gulleson or his atelier, and another 
at Skellefteå country church.  Distinct, however, from these aforenoted heads 
is the idealized rather than naturalistic manner of our bust which features an 
atypically short beard, virtuously portraying the Baptist in a noble manner 
more European in essence than Nordic.  

Examples of Notke’s sculptural works are scarce in the art market, making this 
small but striking artwork a rare occasion.

Condition: Minor losses and wormholes. Minimal remains of former 
polychromy. Old dowels inserted along proper left of the sculpture to 
consolidate a loss due to an old crack. Mounted on a modern metal stand.  
 
Provenance: collection of Florian Eitle-Böhler inherited from Dr. Julius Gustav 
Böhler (Julius Böhler Fine Art)



ALLEGORY OF CHARITY

Workshop or circle of Michael Kern
Northern Bavaria, Germany; 17th century

Wood
Approximate size: 22 x 57 x 13 cm

The present sculpture, eloquently carved, is emblematic of both German 
and Italian modalities and particularly recalls the refined craftsmanship of 
the Kern family of German sculptors, active in Würzburg and Forchtenberg.  
The equable and serene disposition of the figures and the elegant refinement 
of their carved forms (fig.) echo works like Leonhard Kern’s Three Graces 
(Landesmuseum Württemberg, Inv. no. 1981-5) or a figure of the Virgin 
attributed to the atelier of Michael Kern (Christie’s, 13 April 2010, lot 208) 
or the Sleeping Cupid attributed to Michael at the Kunsthistorisches Museum. 
Indeed, the influences the younger Leonhard would’ve brought back from his 
years in Italy impacted the taste and fashion of the workshop’s productions 
during the mid-to-late 1610’s and thereafter.

Condition: very good condition with minor traces of worming, the base, a later 
addition.

(figure)



15TH CENTURY WOOD RELIEF OF AN ANGEL BLOWING A SHAWM

Anonymous 
Southern Netherlands or Rhineland, Germany; 15th cent. 
 
Wood 
Approximate size: 23 x 24 x 7 cm

The present sculpture, carved in high-relief, displays large bulbous clouds 
which eloquently surround the action-filled eruption of sound one can imagine 
emanating from the shawm blown by the angel whose form vibrantly emerges 
from the relief’s center (fig.). 

The angel, whose heavily-lidded, almond shaped eyes and undulating curls-
of-hair bursting outwardly from the crown of the head—with sweeping sleeves 
bearing loosely creased pleats extending beyond the clouds which frame 
him—recall the sculptural vocabulary of 15th century Flemish or Southern 
Netherlandish sculpture. However, it’s German sentiments shouldn’t be ruled 
out with a possible origin in central Rhineland. 

The present work is likely the fragment of a dismantled choir loft. Its feature 
of a half-length angel, surrounded by clouds and blowing a shawm is in-
keeping with other motifs depicted along the tracery work of choir lofts found 
throughout the Southern Netherlands and neighboring regions during the late 
Gothic age.

(figure)



AN ANTWERP SCHOOL, CA. 1500, CHRIST AT THE COLUMN

Anonymous
Antwerp, Belgium; ca. 1500

Oak wood 
Approximate size: 47.5 cm (h)

The present sculpture, carved in high-relief, is probably the fragment of a 
retable from around the year 1500, depicts Christ at the Column (fig.). The 
characteristic style of the present sculpture suggests a possible origin among 
the guilds of Antwerp where the city was approaching its zenith as the leading 
mercantile center of Europe, ripe with commissions and a culture of affluence 
and prosperity.

The present sculpture, rigorously carved in oak and embellished with a refined 
chisel, gives expression to Christ’s trial at the hand of the Roman punitive 
system. The work borders both realism and abstraction, grace and despair. 

(figure)



A HIGH GOTHIC FRENCH-IBERIAN BUST OF JOHN THE BAPTIST

Ambit of Lorenzo Mercadante de Bretaña 
Probably Loire Valley, France; late 15th century

Walnut 
Approximate size: 23 cm (h)

The present bust of a saint, probably John the Baptist, can be linked to the 
workmanship of a particular master also responsible for a walnut bust of St. 
James and a walnut figure of St. Jacques, both in the private art market (Sam 
Fogg, dealer, no. 17481 and Binoche et Giquello auction, 17 July 2020, lot 183, 
respectively).

The striking appearance of these saint’s are skillfully sculpted and suggest the 
work of an accomplished artist. Their elongated faces, prominent cheekbones, 
heavy eyelids, half-circle eyes, and intricately carved hair—distinguishing itself 
against the smoothed features of the saint’s foreheads—and arched brows offer a 
visual assessment both noble and penetrating.

An immediate comparison of these saints can be made against the surviving 
statuary flanking the walls of the Sainte-Chapelle at Châteaudun Castle, 
suggestive of an artist active in-and-around the Loire Valley or possibly further 
north in the Île-de-France during the 15th century.

Our bust may quite likely belong to the thrust of Northern French sculptors 
travelling to the Iberian Peninsula for work during the 15th century. In 
particular, parallels can be drawn against the work of Lorenzo Mercadante de 
Bretaña, a French sculptor active in-and-around Seville between 1454-67 and 
earlier in Zaragoza in 1446 where he was indentured for two years under the 
auspices of the sculptor, Fortaner de Usesques.



An adequate comparison can be drawn against the life-size terracotta figures 
Mercadante executed for the Doors of the Nativity (fig.) and Baptism of Christ 
at Seville Cathedral with their stylized hair, high cheek bones, bulbous eyes 
and heavy lids that provide a similar synthesis of manner plausibly linking our 
sculptor to a direct awareness of Mercandante’s work. However, the expressive 
naturalism imbued in Mercadante’s figures is absent in the austere Gothicism 
of the present bust whose maker is either contemporaneous to Mercadante, 
precluding him in favor of an earlier style or altogether a later follower still 
dependent on Gothic modalities.

(figure)





POLYCHROME AND GILDED WOOD RELIEF OF A PUTTO

Ambit of Francisco Giralte 
Mid-to-late 16th century; region of Castille, Spain

Polychrome and gilded wood
Approximate size: 49 x 35 x 5.5 cm

The present putto would have probably been one of two conforming reclining 
putti mounted atop an arched tympanum on a Spanish retable of the mid-
to-late 16th century. Such putti in wood relief frequently adorned the 
architectural components of Spanish retables, flanking cartouches atop friezes 
or positioned atop the tympanums that surmounted high-relief scenes depicting 
Christ’s Passion.

The Italianate manner of our putto owes an indebtedness to the progressive 
and prolific activity of Alonso Berruguete and his followers who helped 
nurture Italian influences throughout Renaissance Spain. In particular, our 
putto recalls the manner of Berruguete’s assistant, Francisco Giralte, tempered 
also with the influence of another contemporary, Juan de Juni, with its well-
modeled musculature, weighty thighs, pouched belly, voluminous coiled hair 
and dramatic tug upon the drapery. 

Particularly, the hair and physiognomic stature of our putto follows the 
taxonomy of Giralte’s style, comparable against the putti on his alabaster 
cenotaph for the Bishop of Plasencia in Madrid or more specifically the earlier 
wood-carved and polychrome putti which surmount his retable of San Juan 
in Arrabal de Portillo in Valladolid. An especially comparable figure can be 
found in the infant Christ in Giralte’s high-relief scene of the Nativity for the 
retable of Obispo Chapel in Madrid (fig.). Our relief may have prefigured this 
sculpture in-the-round, which displays Giralte’s increasing achievements in the 
medium, or alternatively may have been inspiration for a close follower.

Although carved in low-relief, a monumentality characteristic of Giralte, or 
his influence, is implied in the torsion of our putto whose physical presence 
is made vivid by the turn-of-his-back and the heavy, deeply-creased draperies. 
The management and care given to our carving shows a qualified hand-at-work. 
Likewise, its polyrchromy is of notable eminence while the etched treatment 
of the gilding is refined, simplified and tasteful. The overall balance of the 
composition, though removed from its context, stands on its own merit as a 
product of enlightened and beautiful craftsmanship. (figure)



HALF-LENGTH FIGURE OF CHRIST AS THE MAN OF SORROWS 

Attributed to Fra Diego da Careri or his atlier
Southern Italy; mid-17th century

Polychrome wood, glass eyes
Approximate size: 30 cm (h)

The present sculpture of Christ as the Man of Sorrows is suggestive of the 
artistic milieu of Naples during the 17th and early 18th centuries. In particular, 
our sculpture recalls the artistic legacy of Fra Diego da Careri, trained in 
the schools of Catanzaro and gradually carving his way to fame throughout 
Southern Italy until finally captivating the attention of important patrons like 
the Viceroy of Naples who commissioned him for works at the Church of Santa 
Maria degli Angeli. 
 
Diego’s stylistic essence pervades the present sculpture in the grace-laden 
expressiveness of Christ’s face, transcendant of the pain of his sacrifice 
(fig.).  His tilted head, the delicate posturing of his hands and the the 
evident contenment found amidst torn flesh is emblematic of Diego’s works, 
comparable with numerous works remaining in South Italy and particularly 
with the series of half-length saints attributed to him at the Church of San 
Valerio in Naples.

(figure)





EARLY 17TH CENTURY NETHERLANDISH OAK RELIEF  
OF THE THREE DIVINE VIRTUES

Anonymous
After Jan Pietersz Saenredam and Hendrik Goltzius

Northern Netherlands; first quarter of the 17th cent. 
Approximate size: 35.5 x 50 cm (without frame); 53 x 67 cm (with frame)

The present carving, of Flemish origin and from the first quarter of the 17th 
century, was executed during the Golden Age of Dutch art. The relief depicts 
the figures of Pietas, Caritas and Fides: the divine virtues of Hope, Charity and 
Faith. Each of the Virtues is articulated with exceptional care and the skill of 
a talented hand (fig.). The composition is bursting with energy, emphasized 
by the active putti surrounding its central protagonist and the emergence of 
the figures in the foreground—silhouetted against a cityscape—with the upper 
horizon framed by clouds and rays-of-glory.

The relief’s design is indebted to late 16th century Mannerist influences shown 
in the expressive postures of the figures and the billowing hair of Charity. 
Other Flemish artists approached this theme like the painters, Maarten de Vos, 
Maarten van Heemskerck, et al. However, our particular carving is an amalgam 
of three individual compositions engraved by Jan Pietersz Saenredam in 1601, 
and based on the designs of his mentor and long-time collaborator, Hendrik 
Goltizius (presumably following inspired Latin prose conceived by the Haarlem 
Humanist, Cornelis Schonaeus).

The relief is set in an elaborate checkered, wood-inlaid frame but its scale 
and shape suggest it probably once formed part of an elaborate Beeldenkast or 
impressive Dutch oak cupboard, which were fashionable during the first half of 
the 17th century and were among the most expensive and distinctive furniture 
pieces of their era. Beeldenkast’s were frequently used as dowry to accommodate 
the fine linens of newly married couples, displayed in the common area of 
the home where guests could observe the wealth and fine taste of its owners 
while simultaneously conveying their respective virtues. A dated Beeldenkast at 
the Metropolitan Museum of Art likewise includes panels depicting the Three 
Divine Virtues (Inv. 64.81) among other scenes in-relief. The author of our 
panel is certainly a master in their trade, yet-to-be identified, and perhaps from 
Haarlem or its outlying municipalities.

Condition commensurate with age. There is a loss to the nose of Caritas which 
has potential to be restored.

(figure)



AN EARLY 16TH CENTURY FLEMISH OAK  
ALTAR FRAGMENT DEPICTING THE LAMENTATION

Anonymous
Flemish; early 16th cent. 
 
Oak
Approximate size: 34.5 cm x 19 cm

The present fragment, once forming part of a larger altarpiece, is rigorously 
carved in high relief. The figure of Christ rests on the ground amid standing 
attendants in mourning. The hovering figure of Christ almost floats above the 
ground, intimating his future resurrection.

Displayed on a later cream velvet backing with wooden base.



17TH CENTURY OAK FIGURE OF THE MOURNING VIRGIN

Anonymous
Probably Southern Netherlands; early 17th century
 
Oak
Approximate size: 36.5 cm (h)

A 17th century oak figure of the Mourning Virgin carved in-the-round with 
an integral octagonal base. This figure probably once flanked the base of a 
Crucifixion group intended for devotional use in a chapel or private home.

The present figure portrays the expressive manner initiated by sculptors like 
Claus van de Werve and Claus Sluter in Flanders and Burgundy during the 
early 15th century, evident in the figure’s severe pose, rhythmic interaction of 
heavy folds and voluminous drapery which puddles at the protagonist’s feet.

There is a stylistic simplicity that likewise touches upon the distant influence of 
the French sculptors: Étienne Bobillet and Paul de Mosselman whose alabaster 
mourners for the Bourges tomb of Jean, duc de Berry bear a similar reliance on 
subtlety to convey emotive power.

Condition commensurate with age. Some carefully integrated wood 
restorations.



A PARCEL-GILT AND POLYCHROME  
SPANISH BAROQUE FRAGMENT

Anonymous
Spain; ca. 1800

Polychrome and gilt wood
Approximate size:  57 x 38 cm

The present fragment, framing the decorative remnant of what must have 
once formed part of a larger retablo or ornamental setting, exemplifies the 
extravagant artistic language belonging to the Churriguera school of influence 
of the late 17th and early 18th century. A central floral motif emanates from 
scrolling volutes with grace and beauty while its age assigns a delightful texture 
to this attractive and eloquent carving.  
 
Provenance: the collection of Maria Velho Falcão Pinto Monteiro



15TH CENTURY LATE GOTHIC FRENCH BALDACHIN 

Anonymous 
France; late 15th cent. 
 
Oak 
Approximate size: 72 x 47 cm

An exquisitely carved oak baldachin fragment with an ogee-styled arch flanked 
by gothic pinnacles. Beautiful tracery and crockets line the interior curves of 
the arch while a handsomely textured interior extrude the interplay of light-and-
shadow within the arch itself.  The top of the arch is surmounted by flanking 
foliates which draw the eyes toward the arch’s peak which must have previously 
donned a now lost finial.  

This attractive carving was likely intended for application on a monastery altar, 
shrine, tomb or for an important palatial throne. 



BUST OF AN APOSTLE OR SAINT

Attributed to the Restorer of the Sebalduskirche Lazarus
Nuremberg, Germany; late 19th cent.

Composite stone 
Approximate size: 21 cm (h)

The present fragmentary bust probably belonged to a near life-size statue 
damaged during war or perhaps during the iconoclast movements of the 
Reform era. The statue was probably indoors and set into a niche or as part of 
a covered high-relief stone composition in which our figure looked downward 
and slightly toward the left, evident by the unfinished and roughhewn character 
of its reverse.

This impressive sculpture lingers between Gothic and Renaissance sentiments 
and is stylistically influenced by the area of Nuremberg, Germany sometime 
between 1500-20.

There is an immediate and striking comparison to the work of Adam Kraft, one 
of Nuremberg’s most celebrated Gothic-Renaissance stone sculptors. However, 
notable differences in the workmanship of our bust display an equal influence 
from another of Nuremberg’s respected sculptors: Veit Stoss.

Both sculptors operated workshops of varying size while undertaking their large 
and ambitious commissions like Stoss’ limewood Angelic Salutation of 1517-
18 and Kraft’s earlier stone sacrament house of 1493-96, both for St. Lorenz 
church.

A point of reference for the present sculpture could be the penitent thief of 
Kraft’s Crucifixion group of about 1487-90, originally placed at the end of his 
Stations of the Cross which had secured his local fame. The Crucifixion group 
remains preserved in the courtyard of Heilig-Geist-Spital in Nuremberg. The 
bold face of the penitent thief, with a mouth hidden beneath the shadow of his 
thick mustache and a head, slightly turned with a downward gaze, suggest our 
sculptor was probably familiar with Kraft’s creation.



Distinctive of our sculptor is the manner in which the hair lays upon the flesh 
like soft-serve ice-cream or as though squeezed from a baker’s piping nozzle. 
The grooved channels cut along the tufts of hair are in the form of a V, usually 
with two incised channels, altogether terminating in a soft but eloquent point. 
These are distinct from Kraft’s blunted tips, less voluminous, narrowly treated, 
sinewy, noodle-like hair and more deeply excavated curls that courageously test 
the integrity of the stone.

A distinctive feature indebted to Stoss’ influence, are the arched brows forming 
a V where they meet above the bridge of the nose, always slightly indented. 
The eyelids are carved slightly raised and with an eloquent stroke around the 
entirety of the eye. Particularly, the brows are chased into the stone, although 
unlike Stoss’ freer approach, our sculptor prefers a series of parallel, angled 
striations. The orbs of the eyes are bulbous and the pupils subtly protrude from 
them, delineated also by a circular stroke chased into the stone. The outer 
corner of the eyes features subtly delineated crow’s feet. There is less depth in 
the eye sockets of our sculptor’s work, diminishing its expressive potential in 
favor of a more sublime Gothic approach.

Overall, our sculptor lacks the psychological pathos found in both Kraft and 
Stoss’ works. There is a preference for a still potent Gothic austerity in the 
solemn expression of our head. However, our maker’s pathos would appear 
to be achieved in his evidently most mature work: a high relief sandstone 
sculpture depicting the Resurrection of Lazarus along the exterior south aisle 
of St. Sebaldus Church. The rather obscure work is set alone and much of its 
original state is entirely lost-to-time (fig. a). Only fragments of the lower portion 
of this relief are original and that of an attendant woman seizing the drapery at 
Lazarus’ feet. The manner in which Lazarus’ hair is carved, the delineation of 
the eyes and specifically, the brows, on these figures secure their relationship 
with our sculptor (fig. b). The relief is documented as once featuring the date 
1520 along with the coat-of-arms of Hector I Pömer, an influential Nuremberg 
Reformist who became provost of St. Lorenz in 1520, elevating him as one 
of the three most influential representatives on Nuremberg’s church council. 
Interestingly, the relief was first attributed to Stoss and then later, to Kraft. 
However, it is most probable that this is the production of a distinguished and 
unique artist, one who had his origins among Kraft’s select assistants, later 
establishing his own identity as a successful sculptor following Kraft’s death in 
1509.



However, on account to the damages sustained by the Lazarus relief, the chief 
features of its present state reflect the restorations performed on the relief 
during the late 19th century, apparently by a still-talented hand well-familiar 
with the stylistic essence of Stoss and Kraft.  On account of our sculpture’s 
preparation in composite stone, it is most likely the production of this 
restorer’s hand, an unknown talent of the 19th century whose passion for 
Nuremberg’s sculpture played an important role in his craftsmanship. 

Addendum: Our former catalog entry listed this sculpture as “anonymous” and 
is here corrected on account of our most current research.

(figure b)

(figure a)



MARBLE RELIEF OF THE INFANT CHRIST  
RECLINING ON THE CROSS

Anonymous
France of Italy; 17th cent.

Marble 
Approximate size: 10 x 36 cm

The present fragment depicts a well articulated figure of the infant Christ 
reclining on a cross, perhaps French or Italian in origin. In particular, the 
relief echoes a depiction of the infant Christ and Madonna on a relief at the 
Nazionale Museo del Bargello in Florence (fig.). 
 
Provenance: former collection of Davioud-Larminet, Lille, France

(figure)



16TH CENTURY STUCCO CAST OF THE DEPOSITION

Attributed to Alessandro Vittoria
Italy; late 16th century

Stucco
Approximate size: 34 x 48 cm

This relief of the Deposition, known by examples in bronze, terracotta, wax, 
cartepesta and stucco casts, is most often attributed to the Roman sculptor 
Guglielmo della Porta, chiefly on account of its relationship to compositions 
in his sketchbook at Dusseldorf. However, the modeling and overall revolving 
current of smoothly formed draperies in this relief, and the treatment of the 
facial features of its protagonists, is unrelated to Guglielmo’s other works which 
showcase a more traditional form, elaborate level of detail, vibrant drapery and 
a nervous vitality more commonly encountered in reliefs like his Mount Calvary 
in Budapest (Inv. 51) and his wax Crucifixion at the Galleria Borghese in Rome.

Rather, this Deposition has more in common with the visual language of another 
sculptor of the era, Alessandro Vittoria, whose Mannerist expressiveness 
and Venetian classical style are imbued in the content of the present relief, 
as theorized recently by Charles Avery (see C. Avery (2016): Joseph de Levis & 
Company, no. 45, p. 135).

An immediate analogy can be drawn against a relief of the Feast of the Gods also 
attributed to Vittoria, ca. 1571-78, known by several bronze casts like those at 
the MET and Cleveland Museum of Art. The compositional approach of the 
two reliefs are alike in their feature of classicized faces, high relief-work, gyrating 
forms and overall shared essence.

Vittoria is heralded as one of the finest sculptors of late 16th century Venice. 
He was trained under Jacopo Sansovino and was adept in mediums of 
terracotta, marble and bronze, commensurate also with the various mediums in 
which we know surviving examples of this Deposition. A marble example of this 
relief at the Castello Sforzesco in Milan could be the prototype from which the 
cast versions in various materials derive.

Set in an antique Italian frame commensurate with other contemporary 
examples like a fine gilt stucco one formerly with Fabrizio Moretti (Sotheby’s 
sale, 29 January 2015, lot 138). Our example is in a condition commensurate 
with its age, inclusive of some stress cracks, expertly repaired.



A PAIR OF GLAZED TERRACOTTA  
TORCHÈRE-BEARING ANGELS

After Benedetto Buglioni
19th century; after originals ca. 1480-90 
 
Glazed and baked terracotta
Approximate size: 49 cm (h) each

The present pair of glazed terracotta torchère-bearing angels 
reproduce a scarce set known by only one example in the 
private art market (Christie’s auction, 8 December 2010, Lot 
281), rightfully ascribed to the Italian sculptor, Benedetto 
Buglioni. This associated pair of high quality casts may be 
associated with an adept founder of Tuscan origin during the 
mid-19th century, in service to Italian and foreign collectors.
 
This particular pair of angels share a resonance with the 
martyrs belonging to a figure group of Saint Romolo and a 
statue of St. Agnes attributed to Buglioni and his workshop, 
ca. 1515-20 at the Museo Bandini in Fiesole, Italy.  More 
specifically, however, these angels derive directly from a model 
of an angel by Benedetto’s brother, Santi Buglioni, forming 
part of a ten figure Nativity scene in terracotta, kept in the 
Diocesan Museum of the Curia in Florence in the Church of 
S. Stefano al Ponte.

Apart from the Della Robbia dynasty of sculptors, Buglioni 
and his studio were the most important production center for 
glazed terracotta in Florence and Tuscany toward the end of 
the 15th and beginning of the 16th century. It is presumed 
he was trained under Andrea del Verrocchio and Buglioni’s 
success is attested not only in his service to various aristocratic 
families of his era but also in the advice consulted from him 
for the placement of Michelangelo’s David.

Condition: craquelure in glazed areas, minor losses, hairline 
crack along the back neckline of one angel.



A HALF-LENGTH FLORENTINE  
TERRACOTTA CHRISTO GIOVANETTO

Florentine school, possibly Francesco di Simone Ferrucci (?) 
Florence, Italy; 15th century 
 
Terracotta with traces of original polychromy 
Approximate size: 43.6 cm (h)

The present sculpture—executed with great care and a talented hand—is 
distinctly Florentine in essence, portraying the graceful features of a youthful 
Christ or Christo Giovanetto. Our sculpture displays an immediate indebtedness 
to Andrea Verrocchio’s influence and particularly suggests the possible hand 
of his pupil, Simone Ferucci, whose sensitive style distinguishes it from the 
caricaturish manner of Agnolo di Polo—to whose authorship this bust had 
previously been assigned—or the work of Mino da Fiesole whose treatment of 
features are sharper and more finely detailed. 
 
Comparisons may also be drawn against similar Verrocchio-esque Florentine 
school terracotta busts at the Victoria & Albert Museum, such as those of a 
Youthful Saint (inv. 4485-1858) and Youthful John the Baptist (inv. 4497-1858).

Of particular note, our sculpture shares a likeness in modeling with a pair 
of pendant terracotta busts depicting Piero de’ Medici (Museo Nazionale del 
Bargello, Inv. 167M) and Alfonsina Orsini (private collection) that the present 
author has previously ascribed to Ferrucci’s execution.

With thanks to Alison Luchs (National Gallery of Art, DC) for her feedback on 
this sculpture.



A WAX MEMENTO MORI BUST

Attributed to the ‘Scandolosa Master’ 
Naples, Italy; late 17th cent.

Wax and textiles in original recessed frame (fig. a) 
Approximate size: 40.7 x 30.5 x 12 cm

The present sculpture, a Memento Mori, was intended to enforce the reality of 
impending death and the transience of life upon its viewer. The incredible 
detail presented in the execution of this sculpture and its convincing realism is 
indebted to the earlier impetus of Neapolitan wax modellers, notably Gaetano 
Giulio Zumbo, whose talents in modelling sculptures of colored wax pivoted 
his study and production of anatomical works in wax that would later increase 
the demand of realism in the production of such works. At is possible zenith 
is the less recognized accomplishment of the Scandolsa Master whose hyper-
realism, vivid detail, and determined articulation introduces a disturbing level 
of fidelity rarely witnessed in the art. Incoporated glass eyes, human hair and 
textiles dipped in glue and shaped to desired affect, are tantamount hallmarks 
of this unknown artist’s work.

(figure a)



The master’s name derives from a work dubbed, La Donna Scandalosa, a 
sculpture depicting a deceased woman in a state of decay, housed in the 
Oratorio of the Compagnia dei Bianchi della Giustizia, in Naples (fig. b). The 
decaying face of this sculpture, gruesomley rendered, is part of the antiquated 
tradition of morality that warned against fixations on vanity and material 
possessions by highlighting their impermanence and the horrendous fate 
of sinners. The friars of the Compagnia were known to direct women they 
perceived as sinful to witness the horrific specatcle of this sculpture in attempt 
to frighten them into a pure way of life. 

At least one other work by this same sculptor, in-the-round, was sold via 
Christie’s auction house, there erroneously ascribed to Zumbo (18 June 2018, 
lot 98).  
 

(figure b)
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