SLIKAR FRANC KAVCIC/CAUCIG IN NJEGOVE RISBL
PO SLIKAH STARIH MOJSTROV

Ksenija Rozman, Ljubljana

UMETNIK FRANC KAVEIC IN ZIVLJENJSKI PODATKI

O zivljenju in delu neoklasicisti¢nega sllkarja Franca Kavéiéa nismo
povsem nepoucéeni. Podatke o njem nasteva vrsta leksikonov in dru-
gih publikaclj.! Zatakne pa se ze ob njegovi rojstni letniei in smrt-
nem datumu. Kot datum smrti je veljal 18, november 1828. Drugace

' Nastevam le nekatere med njimi:
Hans Rudolph Fiiessli: Annalen der bildenden Kiinste filr die dsterreich-
schen Staaten. I.Th. Wien 1801, pp.110—130; H{ans) H(einrich) Fiissli:
Allgemeines Kiinstlerlexikon, 11, Zirich 1806, pp. 179—180; Johann Georg
Meusel: Teutsches Kiinstlerlerikon. 1. Lemgo 1808, pp.134—135; Pietro
Zani: Enciclopedia Metodica Critico-Ragionata delle Belle Arti, 1. Vol. VI
Parma 1820, p.95; (Franz Grifer und Johann Jacob Heinrich Czikann):
Osterreichische National-Encyclopiidie. I. Wien 1835, p.488; idem, 23, Bd.
(Supplement), p. 392; G(eorg) K(aspar) Nagler: Neues allgemeines Kiunst-
ler-Lexicon. Niinchen 1835, pp. 435, 441—443; Charles Le Blanc: Manuel
de l'amateur d'estampes. 1, Paris 1854, p. 228; Carlo Morelli di Schénfeld:
Istorig delln Contea di Gorizia. III. Gorizia 1855, pp.272—273; Wurzbach
Constant von: Biographisches Lexikon des Kaiserthums Oesterreich. Wien
1857, pp.312—314; Ivan Kukuljevié Sakeinski: Slovnik umjetnikah jugo-
slavenskih. 11. Zagreb 1858, pp. 148—154; Frant(isek) Lad({islav) Rieger:
Slovnik nauény. 11 V Praze 1862, p.81; Stef(an) Sirok, Slavni slovenski
slikar Franece Kavéic, Zora, 1. 1872, 3t 12, pp. 177—179, 5t. 13, pp. 192—193;
Francesco di Manzano: Cenni biografici det letterati ed artisti Friulani
del secole IV, al XI1X, Udine 1883, pp.53—56; Michael Bryan: Dictionary
of Painters and Engravers. Biographical and Critical. I. London 1886,
p.2533; Hans Tietze, Caucig Franz, v: Thieme-Becker. VI Leipzig 1912,
p. 197; E{mmanuel) Bénezit: Dictionnaire Crilique et Documentaire etc.
I. Paris 1924, p. 897; St(eska Viktor), Caucig (Kavéié) Franéisek, — v: SBL
1925—1932, pp.73, 83; Antonio Morassi, Gorizia nella storia dell'arte. v:
Gorizia nella storia, nell’arte, nell’economia. Gorizia 1925, p.30; Friedrich
Noack: Das Deutschtum in Rom. II. Berlin—Leipzig 1927, p, 123; Viktor
Steska: Slovenska wmetnost, I. Slikarstvo. (Prevalje 1927), pp. 169—173;
Antonio Morassi, L'arte nel Goriziano, v: Gorizia con le vallate dell’Isonzo
¢ del Vipacco. Guida del Friuli. (Udine) 1930, pp.200—201; Josip Regali,
0O nekaterih slikah Franceta Kavéiéa (Cauciga) in nekaj o njegovi rodo-
vini. ZUZ XII. 1933, pp.115—119; Franece Stele: Monumenta artis Slove-
nicae. 11, Ljubljana 1938, pp.17, 28, 30; Raieri Mario Cossar: Storia dell’
Arte e dell’Artigianato in Gorizia. Pordenone 1948, pp. 74, 212, 308, 311—314,
342; France Stele: Slovenski slikarji. Ljubljana (1949), pp. 144—145; Dario
de Tuoni, Slikar Franc Kauéié. Razgledi. IV, Trst 1949, pp. 445—460; Ugo
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je mislil samo Ferd. Nik. Schmidtler, ki je postavil smrtni dan na
17. novemker.® Po ve¢ kot sto letih je ta datum navedel in ga do-
konéno popravil Heinz Schiny® in sicer po ohranjeni osmrtnici, v ka-
teri naznanja Kavéitev neéak Bernard Rattmann smrt svojega ujca.
Osmrtnica navaja, da je Kavéi¢ umrl dne 17. novembra 1828 ob pol
dvanajstih ponoél. H. Schiény je v navedenem delu imenoval tudi do-
kumentarno lzpriéan poklic Kavéiéevega oéeta — bil je krojaé. Ta
poklic je zapisan ob Kavéi¢evl poroki z Barbare Haitzinger leta 1803.°
Iz smrtne knjige izvemo, da je slikar umrl 72 let star, kar je v na-
sprotju z rojstnim letom 1762, ki se v strokovni literaturl najveékrat
ponavlja. Najbolj se je priblizal Kavéiéevl rojstni letnicl Carl von
Liitzow’, ki je navedel leto 1756. Do te letnice je najbri prisel z od-
Stevanjem let. Primarni vir, tj. originalna krstna knjiga, pa sporoca,
da je bil Ksaver Anton Nikolaj Kavéi¢ (Xaverius Antonius Nicolaus
Caucig), sin Andreja in Katarine, rojen 4. decembra 1755

Iz vseh mnogostevilnih tiskanih virov, ki govore o Kavéicu, lahko raz-
beremo njegovo Zivljenjsko pot, ki jo tu na kratko obnavljamo. Vo-
dila ga je iz rodne Gorice s priporoéilom grofa Gvidona Cobenzla na
Dunaj, kjer mu je bil mecen Cobhenzlov sin Filip. Z Dunaja je odse!

Galetti-Ettore Camesasca: Enciclopedia della pittura Italiana. (1951), pp.
2430—2440; Guido Manzini, I disegni di Francesco Caucig nel Museo Pro-
vinciale di Gorizia. Con un saggio bibliografico sul pittore. Firenze 1952,
pp. 1—7; dsterreichisches biographisches Lexikon, 1815—1950, Graz—Kaéln
1854, pp. 138—139; Luc Menade; Avtoportret na Slovenskem. Moderna ga-
lerija. Ljubljana 1958, pp. 26, 75—176, 124, France Stelé: Umetnost v Pri-
morju. Ljubljana 1960, pp.161—167; Emilijan Ceve: Slovenska umetnost.
Ljubljana 1966, pp. 160, 165; Spelca Copié¢: Slovensko slikarstvo. Ljubljana
1966, pp. T2—74, 234—235 (lit. sestavila Melita Stelé-MoZina); Walter Wag-
ner: Die Geschichte der Akademie der bildenden Kiinste in Wien. N.F. I
(Wien 1967), pp. 57, 62, 81, 91, 94; Heinz Schiény: Wiener Kiinstler-Ahnen.
1. Wien 1870, p.136; Luc Menase: Evropski umetnosino-zgodovinski lek-
sikon. Ljubliana 1971, stolpec 091; Artisti Austriaei @ Roma dal Barocco alla
Secessione. Museo di Roma. Palazzo Braschi. 1972, brez pag., kat. 5t 42—861
(besedilo in katalog: Jirg Garms),

! Ferd. Nik. Schmidtler., Vor einem Grahe. Lebensbild. Sonntagsbliatter. No

M. (Wien) 22, August 1847, p. 434.

Heinz Schény: Wiener Kiinstler-Ahnen. 1. Wien 1970, p. 136. — Avtor mi

Je Jjubeznivo odstopil kopijo te osmrtnice. — H. Schuny je v nav, dely i iz-

kljuéil podatek iz smrine knjige ?upnije Maria Hilf na Dunaju, kjer je

naveden kot datum smrti 18, november. — Upoftevati moramo, da so bili
sorodniki priée smrti, drugega dne pa so smrt zapisali v protokol.

' Poroéna knjiga, Tom 40, fol. 64, Rz. 128, p.64, arhiv Zupnije Schotten, Du-
na); Traungsbuch vom 5ten October 1801 bis 17ten July 1809, p. 118, arhiv
zupnije Alser Vorstadt, Dunaj.

' Carl von Liitzow: Geschichte der kais. kiin. Akademie der Bildenden Kiin-
ste. Festschrift des neuen Akademie-Gebdudes., Wien 1877, p. 102,

& IX. Liber baptizatorum, spectans Parochiam S. Hilarii Goritige, o die 2]ma
Martii 1754, usque ad diem 3Imam Decembris 1770, p. 268, arhiv stolne cer-
kve v Gorici. — Datum rojstva je nejasno zapisan, berem ga za 4. decem-
ber, medtem ko je datum krsta popolnoma jasno napisan. Imenu Xaverius
Antonius itn. je pozneje pripisano ime Franciscus. Ta pripis je ponovljen
tudi v pozneje napisanem repertoriju imen kri¢encev, hranjenem v istem
arhivu. Tudi pozneje so imena FranciSkov Ksaverijev vpisana le kot
Ksaverij. Glede na razne poznejie arhivske vire, ki imajo zapisano Kav-
¢idevo starost, imeni stariev itn., ni dvoma, da gre za pravo m]stno let-
nico, za leto 1755, prej in pozneje pa v krstni knjigi ni vef zapisano
nobeno ime Franca Kavéica,
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v Bologno, nato v Rim, kjer je zivel v letih 1781-—-1787. Od tod se je
vrnil na Dunaj. Ze pred marcem 1793 je bil predviden za naslednika
Huberta Maurerja, profesorja na dunajski akademiji. Poslali so ga
v Mantovo in v Benetke, kjer je ostal do leta 1796 in kjer je zivel
s cesarsko &tipendijo. V letih 1796—1798 je bil korektor elementov
historié¢nega slikarstva. 17991820 profesor historiénega slikarstva,
1820-—1828 pa direktor na dunajski slikarski in kiparski akademijl.
Leta 1808 je postal umetniskl nadzornik dunajske porcelanske manu-
fakture. 1823 je postal éastni ¢lan Accademie di San Luca v Rimu.

Kot nam je danes znano, je prvi tiskani vir o Kavéiéevem delu poro-
¢ilo v rimskem éasniku Giornale delle Belle Arti® Ta s hvalo poroéa
o oljni sliki, ki jo je naroéil grof Filip Cobenzl. Kavéié je na njej
upodobil Sreéanje Jozefa II in papeza Pija VI, na Dunaju. Slika je
bila tam tudi razstavljena. Poroéila o Kavéiéu se ze za njegoveza Ziv-
ljenja kar vrste. V njih so nasteta mnoga umetnikova dela, ki jih
danes ne poznamo veé. Neznanl poroéevalee ga leta 1799 imenuje
sein Kiinstler vom vorziiglichen Talents®. Goethe 1805 »Cauzig und
Schipf waren Mdnner von Talenl die grosse Fertigkeil besassen, aber
eben darum die wesentlichsten Theile ihrer Gemdlde etwas vernach-
ldssigten«," G. K. Nagler 1835 »der geniale Cauzigs" itn. Clani Bratov-
5¢ine sv.Luka, med njimi zlasti Joseph Sutter, pa ga preklinjajo
z drugimi dunajskimi profesorji vred.* Ti mladi slikarji so 2z jezo
in razocaranjem pokazali hrbet dunajski akademiji in od3li v Rim.
V sporu in razgovoru z njimi je kipar Zauner omenil veliko stevilo
Fiigerjevih skic iz Rima in tudi Kavéié se je bahal s svojo pridnostjo,
ki mu ni dala, da bi posvedéeval kakrSen koli praznik. Sad te sbar-
barske pridnostic so stotine risb in laviranih perorish, ki jih lite-
ratura pavsalno nasteva in zaokroza na okoll 2000. Po temah se delijo
na anatomske studije, na studije zivall in rastlin, na rishe po antié-
nih plastikah, glavah in predmetih, na risbe po delih starih slikarjev
ter na zgodovinske in mitoloéke prizore in na vedute.

Vecje zanimanje za Kavéiéevo delo so v nadem stoletju pokazall Vik-
tor Steska,"” Antonio Morassi' in Josip Regalli,” ki se je posebej po-

" Stato dell'’Anime 1781, S, Andrea d. Fratte, Piazza di Spagna; Stato d’Ani-
me 1783—1787, 5. Andr, d, Fratte, Vie, 8. Isidoro — oboje v Archivio del
Vicariato, Rim; Friedrich Noack: Das Deutschtum im Rom. II. Berlin—
Leipzig 1927, p. 123

¥ Nav. delo, 51.22, 2. 6, 1787, pp. 167—168, 422,

? G.S8.r, Nachrichten eines Kunsiliebhabers von Wien 1798, v: Meusel

Johann Georg: Newe Miscelaneen artistischen Inhalts fiir Kiinstler und

Kunstliebhaber, Neuntes Stuck, Leipzig 1799, p. 104,

J%l;nn :gfoligang Goethe: Winckelmann und sein Jahrhundert. Tiibingen

1805, p. 320,

G(eorg) K(aspar) Nagler: Neues allgemeines Kiinstler-Lexicon. I, Min-

chen 1835, p. 435,

12 Ludwig Grote, Aus den Briefen von Josef Sutter an Overbeck und die
Lukasbriider in den Jahren 1810—1815, — v: Zeitschrift fiir Kunst-
geschichte. 1V, Bd. Berlin—Leipzig 1935, pp. 128, 130.

¥t (eska Viktor), Caucig (Kavéie) Francisek, SBL 1925, p. 73,

4 Antonio Maorassi, Gorizia nella Storia dell’'arte, v: Gorizia nella storia.
nell’arte, nell'economia. Gorizia 1925, p. 30,

" J(osip) Regali, O nekaterih slikah Francela Kavéiéa (Cauciga) in nekaj
o njegovi rodovini. ZUZ XII, 1933, pp. 115—118.
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trudil, da je od tedaj fe ziveéih Kavéicevih neposrednih potomeev
zbral podatke o slikarjevem slovenskem rodu; ta naj bl po oéetovi
plati izviral iz Volé pri Tolminu. Poleg tega sta se zanj zanimala
Dario de Tuoni", ki je dodal nekaj novih podatkov, in Guido Man-
zini”, ki je odkrito povedal, da avtorji ponavljajo stare podatke, da
pa ostaja odprta vrsta vpradanj o Kavéicevemn umetnostnem delu.
Fr. Stelg"” je zapisal, da je Kavélé ». .. pomembna osebnost, katere
pravo vrednost utegne sodkritic kasnejsi dase. Jorg Garms pa je iz
njegovega opusa zbral nekaj risb iz rimskega éasa, jih katalosko ob-
delal in jim priznal, da so »di solida qualitd e spesso non privi di in-
teresse anzi talora dotati di un certo spirito.«

Kot je bilo treba preveriti vsa stara in novejsa poroéila o Kavéiéevem
zivljenju in delu, tako se mi je zdelo potrebno nadrobneje pregledati
tolikokrat omenjene Kavéiceve risbe, za katere je vedno reéeno, da
jih je okoll 2000. Bolj zaokroZeno oceno o pomenu slikarja Kavéica
pa se bo morda posreéilo napisati ob 150-letnicl njegove smrti leta
1978, ko je predvidena ob$irnejsa razstava v Narodni galerijl v Ljub-
ljani. Omenim naj Se, da je Kavéié konéno Studiral v Rimu, ko je tam
ugasalo zivljenje vplivnega in slavljenega slikarja Pompea Batonija,
ko je bil Ziv spomin na Raphaela Mengsa, ko je v Rimu 3e delal
Mengsov svak Anton de Maron, ko so se okrog Angelike Kauffmann
zbirall vplivni umetniki in literati, ko so bili Winckelmannovi nauki
zivli in v veljavl, ko je J.L.David razstavil Prisego Horacijev, ko je
tam ustvarjal svoja zgodnja dela Antonio Canova, s katerim sl je
Kavélé tudi pozneje dopisoval, itn. Med studijem v Benetkah (1791 do
1796) ga je tamkajsnja slikarska akademija imenovala za ¢lana svo-
jega gremija® na Dunaju pa je v dolgih letih (1797—1828) deloval
pozitivno in negativno in vzgojil vrsto slikarjev tedanje avstro-ogrske
monarhije; med njimi je bil tudi slovenski slikar MatevZz Langus,
s katerim se je pogovarjal slovensko.”

Vsaj lz treh vzrokov zadenjam objavljatl najprej Kavéiéeve risbe po
slikah starih mojstrov: 1) med malodtevilnimi Kavéiéevimi objavije-
nimi deli so bile te risbe najredkeje omenjene* 2) éeprav so slikane
v lsti tehniki in z enakimi risarskimi principi (risba s svinénikom —

¥ Dario de Tuoni, Slikar Frane Kauéi¢, Razgledi. IV. Trst 1949, pp. 445—480.
T Guido Manzini, I disegni di Francesco Caucig nel Museo vamc:::tp di
Gorizia. Con un saggio bibliografico sul pittore, Firenze 1952, pp, 3—17.

5 France Stelé: Umetnost » Primorju. Ljubljana 1960, p. 167,

" Artisti Austriaci a Roma dal Baroeco alla Secessione, Museo di Roma.

Palazzo Braschi 1972, brez pag. (pred kat 5t . 42) (katalog: Jorg Garms).

Alcten 1796, fol. 97, Archiv d. Akad. d. Bild. Kiinste, Dunaj.

Ivan Kukuljevié¢ Sakeinski, Matia Langus. Neven I, br. 6. Zagreb 5, 2, 1852,

p. 88; Ivan Kukuljevié Sakeinski: Slovnik uwmjetnikah jugoslavenskih TL

Zagreb 1858 p. 151,

* Jorg Garms je na razstavi v Rimu leta 1972 jasneje nacel to vpradanje in
razstavil dve deli: Domenichinoy DHianin lov in Igre putfovr, neidentifici-
rano delo slikarja Cira Ferrija. Tu je tudi opomnil, da je Kavéi¢ kopiral
vee del v Gallerii Borghese, da je pogosto kopiral Guercina, Domenichina,
Garofala, Cav.d'Arpina, Ferrarija, Veroneseja in Tiziana. Pristavil je 3e,
da njegove kopije pomenijo tezavo, ker gre za manj znana dela ali na-
paino imenovane avtorje. — Prim: Artisti Austriaci @ Roma, Roma 1972,
kat. 54, 55.
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lavirana perorisba), izdajajo z njimi slikarski risarski kanon konca
18. stoletja, zraven pa Se ¢érte, ki so bile znaéilne za Kavéiéev osebni
stil, 3) sama resnica, da so bile Kav¢icéeve risbe po starih mojstrih
najmanjkrat omenjene, pa ne bi mogla biti dovolj utemeljen vzrok,
da se ustavljam prav ob teh delih, ¢e ne bi bila prepriéana, da bodo
prav te risbe le spregovorile kaksno besedo ve¢ k historiatu slavnih
in manj slavnih del, ki jih je Kavéié prerisoval ob éasu bivanja
v Rimu.

Ne zaradi zaplsov v starejsl literaturl, marve¢ zaradi zanesljive Zup-
nijske kontrole sduse (Status animarum) vemo, da je Kavéié zivel
v Rimu leta 1781 na Piazza dl Spagna, leta 1783—1787 pa v Vicolo
di S. Isidoro. Na vprasanje, all je v tem ¢asu prerisoval umetnine prav
po originalih, se ne moremo zanesljivo odgovoriti. Iz najrazliénejsih
virov pa vemo, da so hodili umetniki v Rim kopirat originale, ne pa
njihovih kopij ali modelov, saj bi te lahko prerisovali na domacih
akademijah. Razen tega vemo iz predpisov Accademie di 5. Luca, da
so morali studentje te ustanove prerisovati plastiko Antinoa v Kapi-
tolinskem muzeju®, ée so se v tretjem razredu hoteli potegovati za
nagrade. Studentje francoske slikarske akademije v Rimu so morali
kopirati dela velikih mojstrov nepretrgano in brez oddiha.®* Tudi di-
rektor Francoske akademije v Rimu, Charles Natoire, je takoj ob pri-
hodu v Rim odhitel kopirat dela Domenichina in Raffaela. V Vati-
kanu, S. Andreu della Valle, Gallerii Borghese, v Palazzu Doria, Villi
Ludovisi itn. so kopirale :mlade tropes, kot citira Jean Locquin po
zanesljivih virth.* K temu lahko dodamo, da se je tudi Kavéié lotil
prerisovanja antiéne plastike kapitolinskega Antinoa,® vendar bri-
kone po modelu. Spriéo Stevilnih kopij po delih raznih mojstrov in
antiénih plastik, ki so nekoé bile ali so §e v Rimu, moremo le verjeti,
da se je lotil Studija po pravilih, ki so bila v Rimu splodno veljavna.
Da je kopiral v Gallerii Borghese, posebej omenja v njegovem 2ziv-
ljenjepisu Ivan Kukuljevié Sakeinski,” medtem ko drugl avtorjl teea
posebej ne navajajo. Da je Kavéié izdelal mavéne odlitke po origi-
nalih v Mantovi, priéa denarno nakazilo iz leta 1793.* Kavéié je bil
namrec¢ prav zato poslan v Mantovo, o éemer vedo povedati mnogi
njegovi zivljenjepisel,® in raéun za te odlitke te trditve potrjuje. Za
njegove kopije po delih starih mojstrov sicer nl chranjenih raé¢unov,
kl bl te teme posebej omenjali, paé¢ pa je na raznih raéunih npr.
govor o stotih risbah, prinesenih iz Rima, itn.” Desetine in desetine
vedut z dodanimi Stafaznimi figurami pa naravnost tiho. izpoveduje,
kako je slikal te motive: pe$, na konju, v druzbi, sam.

“ I pregi delle Belle Arti celebrati in Campidoglio pel solenne concorso
tenuto dell'Insigne Acecademia del Disegno in S. Luca li 2. Giugno 1783,
Roma, p, VIIL

4 Jenrg Locquin: La Peinture d'Histoire en France de 1747 d 1785. Paris 1912,
p. Y8,

A g, c., pp. %9—100.

# gintinoos, Akademie d. bild, Kiinste, Dunaj, inv. it. 1408 in 1414

7 Slovnik umjetnikah jugoslavenskih. 111. Zagreb 1858, p. 149,

@ Aleten 1783, Fol, 24, Archiv d. Akademie d. bild. Kiinste, Dunaj.

“ H. H. Fissli, Kukuljevié Sakeinski, Wurzbach itn,

A Akten 1798, Fol, 144, Archiv d. Akademie d. bild. Kiinste, Dunaj.
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RISBE PO STARIH MOJSTRIH

1 OZNANJENJE, sl. 1

svinénik, lavirana perorisba, bistr, 22 x 32,9 cm, slgn.: nli,
na hrbtni strani napis s svinénikom: Federigo Barocio in z bistrom:
Baroci

Narodna galerija Ljubljana, Inv. 5t. G. 28
Foto: Narodna galerija, Ljubljana, N. 3258

V nacinu: Barocci(o) Federico (Urbino 1528 all 1535 Urbino 1612)
Sl 2

0. pl., 48 x 55 cm, sign.: ni

Gallerla Borghese, Rim, inv. 380

Slika je v inventarju iz leta 1693 iImenovana, vendar brez avtorja, leta
1790 je omenjena kot Baroccijevo delo, v fidejkomisu iz leta 1833 pa
postane »manira po Baroeceijue«; Longhi jo 5teje za delo manierista.
ki je bil pod Baroceljevim vplivom, kar je obveljalo do danasnjih dni.
Med Baroccijevim opusom ne najdemo identiéne ali vsaj tej bliznje
slike. Kavéic¢ je kvadratni format slike spremenil v pravokotnega. Ob
zgornjem robu slike je izpustil goloba — sv.Duha, spodaj je odrezal
tla. V globino podaljsano ozadje je poenostavil z lavirano senco.

Lit.: Della Pergola II, kat. in sl. 103; Harald Olsen: Federico Barocci. Keeben-
havn 198232

2 CASCENJE PASTIRJEV, sl. 3

svinénik, lavirana perorisba, bistr, 21,3 x 25,2 ¢cm, sign.: nl, na kartonu
v sredini napis; Leandro Bassano

Akademie d. bild. Kiinste, Dunaj. inv.in foto §t. 1013

Bassano Jacopo, Jacopo da Ponte (Bassano 1516 — Bassano 1592)
Sl 4

0. pl., 76 % 94 cm, sign.: ni
Galleria Borghese, Rim, inv. 26

Manilli ze leta 1650 citira sliko kot delo »starejSega Bassana«, enako
inventar 1z leta 1693; Arslan jo ima najprej za kopijo 18. stol. po nekl
izginuli sliki Jac.da Ponteja. Longhi, De Rinaldis in Della Pergola
1zkljuéujejo, da bi 3lo za kopijo, in Arslan 1960 pritrdi tej atribueiii.
Replika slike je v zbirki Cattaneo v Milanu. — Atribucije Leandru
Bassanu ne najdemo nikjer razen pri Kavéicu. Kompozieljsko je Kav-
¢i¢ posnel original, vendar je spremenil vse obraze figur v svoje
obrazne tipe, zlastl pri sv.JoZzefu In pastirju desno zada] za oslom,
kjer je naravnost posnemal obraze svojih figur na vedutah. Na po-
slopju v sredini slike v ozadju je vrisal okna, ki jih danes na originalu
ni videti. Pri tem nastane vprasanje all je to slikarjev samovoljni
dodatek all je na originalu motiv lzginil.

Lit: Della Pergola I, kat. 175, sl. 174; Eduardo Arslan: I Bassano. I, Milano
(1960), pp. 174, 171,
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3 DAROVANJE V TEMPLJU, sl.7

svinénik, lav. perorisba, érna kreda, bistr, 20,7 < 27 em, sign.: ni, na
kartonu v sredini napis: Jacopo Bassano

Akademie d. bild. Kilinste, Dunaj, inv. in foto st. 1027

Eassano Jacopo, Jacopo da Ponte (Bassano 1516 Bassano 1592)
Med dell Bassanov so znana 1l Darovanja v templju: 1. Jacopo in
Francesco da Ponte, Bassano, Museo Civieo (sl.6), Inv. 21, iz stolne
cerkve, slgn.: laec. 5. a Pote (Bass. s et Frac s) fillus facie nt
MDLXXVII. Po Arslanu gre v glavnem 2za delo sina Francesca (Arslan
II, sl. 219); 2. Francesco da Ponte, Narodna galerija v Pragi (sl.5),
inv. DO 35, sign.: Frane.vs Bas.vs Fac. (replika je v muzeju v Rouenu);
3. Leandro da Ponte, Rosa, Zupnijska cerkev., nekoé slgn.: Leander
Bassan Faciebat, iz leta 1582 (Arslan II, sl. 283).

Vsa tri dela so pokonénega formata, Kavéiéevo pa je podolzno. Kav-
¢iéevi risbi sta najblizji deli Fr. Bassana v Pragl in skupno delo Jacopa
in sina Francesca v muzeju v Bassanu. Gre za kopijo nekega danes
neznanega dela, ki mu je Kavéié morda spremenil format in posnel
le osrednji del kompozicije brez vrha, ceprav ponuja primerjavo tudl
slika iz Prage, kjer je Darovanje v templju prav tako zakljuéeno z bal-
dahinom nad Simeonom in s pogledi na del arhitekturnega prostora.
In prav na praski sliki je najveé sorodnosti s Kavéic¢evo risbo: driza
starca Simeona, na menzo polozeni Jezus, pri z vezenjem in resicami,
mlajsi duhovnik desno od starca ter sveénika na menzi (na Kavéicevi
risbl drzi sveco flgura na levi stranl starca). Jozefova drza je Kavéi-
¢evi sicer sorodna, Se sorodnejSa pa je na sliki v Bassanu. Marija v
poklekujoci drzi in glavi v profilu spominja na Marijo v Bassanu.

V Bassanu pa ne najdemo prerokinje Ane, ki jo lma Kavéiceva risba
in praska slika. Praska sllka nas opomnli tudl na motiv na levi strani
kompoziclje, kjer se okrog zivalske kletke mudl moska figura z gladko
navzdol padajoéimi lasmi, kl dajejo videz senene kopice; ta motiv je
v svojih delih vec¢krat ponovil Francesco Bassano, Tudl motiv matere
z otrokom je znan s praske slike, le da tam mati kleéi na desni strani
in pridrzuje poklekujoéega otroka, na Kavéicevi risbi pa sedi na levi
strani in dr2zl otroka v naroéju. Na Kavéiéevi rishi najdemo Se en znan
motiv Jacopa Bassana: lezecega psa in s hrbta zajetega mladeniéa
v sministrantski« halji. Obema lahko najdemo vzporednico na Jaco-
povi signirani sliki Krst sv. Lucille v muzeju v Bassanu, kjer nam
daje oporo za primerjavo tudi kleceéa sv. Lueilla, ki spomni na Marijo
na Kavéléevi risbi.

Atribueiji, ki jo je ze Kavéié zapisal na svojo risbo, ko je posnel delo
Jacopa Bassana, ne morem nasprotovati; raje bi 5e dodala, da je mor-
da tudi pri tej danes v originalu neznani slikl — tako kot pri sliki
Istega motiva za stolnico v Bassanu, danes hranjeni v Civico Museo
v Bassanu, sodeloval tudi sin Francesco.

Lit.: Wendelin Boeheim, Urkunden und Regestens aus der k. k. Hofbliothek,
— v: Jahrbuch der Kunsthistorischen Sammlungen, X, Wien 1889, p. 164,
n. 51; Edoardo Arslan: I Bassano. 1. Milano (1960}, pp. 221, 222, 223, 11, pl. 260
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4 MOLJENJE DETETA, sl. 19

svinénik, lav. perorisba, bistr, 31 x 21,8 cm, sign.: ni, na kartonu v sre-
dini napis: Angiolo Bronzino

Akademie d. bild. Kiinste, Dunaj, inv.in foto 5t. 959

Bronzino, Agnolo di Cosimo di Mariano (Firenze 1503 - Firenze 1572)

Slika iz zbirke Esterhazy je danes v Szépmiivészeti Mazeum v Budim-
pesti, o.pl, 653 x 46,7 ecm. Imajo jo za Bronzinovo delo, ki ga Vasari
omernja leta 1568. Naroéll jo je Filippo d’Averardo Salviati in jo po-
stavljajo v leta 1535—1540. Vellka kopija je bila napravljena za Sta
Maria delle Carceri v Pratu. Leta 1554 je kompozicijo vrezal Giorgio
dl Ghisi Mantovano. Delo je bilo mnogokrat kopirano in razmnozeno
kot grafika. Ne moremo rec¢i, ali je Kavélé sliko posnel po originalu
(kje, od kod je prisla v Esterhazyjevo zbirko), po kopiji v olju ali gra-
fiécnem listu.

Lit.: Arthur K. Mc. Comb: Agnolo Bronzino. His life and works. Il Bronzino,
Busto Arsizio (1980), p. Tab, 30; Edi Baccheschi: L'opera completa del Bron-
zino, Classici dell’arte 70, Milano 1973, kat, 26,

5 VENERA IN AMOR NA MORJU, s1.8

svinénik, lav. perorisba, bistr, 25,2 x 20,7em, sign.: ni, na Kkartonu
v sredini napis: Luca Camblaso

Akademie d. bild. Kiinste, Dunaj, inv. in foto 5t. 988

Cambiaso Luca (Moneglia 1527 Madrid 1585) s1.9

0. pl., 106 x 99 em

Galleria Borghese, Rim, inv. 123

V inventarju Galerie Borghese iz leta 1693 je slika priplsana Poma-
ranciu. Kavéi¢ ima kot avtorja zapisanega Cambiasa, prav tako tudi
galerijskl inventar leta 1790. Ta atribucija je ostala do danasnjih dni.
Sorodna kompozicija, vendar izvedena v risbi in varianti, je v Uffizih,
inv. 13830,

Lit.: Della Pergola I, kat. sl 128; Suida Manning Bertina & William Suida:
Luca Cambiaso, la vita ¢ le opere. Milano: Ceschina (1958), p. 147, s1.75, IL.

6 KRISTUS V EMAVSU, sl. 10

svinénik, lav. perorisba, bistr, 20,6 » 31 cm, sign.: ni, na hrbini strani
napis: Michelangiolo in Michel Angelo da Carvagio (!), na kartonu
v sredinl napis: Michelangelo

Akademie d. bild. Kiinste, Dunaj, inv. in foto 5t. 1034

Caravaggio, Michelangelo Merisi (Caravagglo 1573 — Porto d'Ercole
1610)

0. pl., 139 x 195, ok. 1596—1598

National Gallery, London

Domnevajo, da misli Baglione 1642, leta brikone na to sliko, ko govori
o slikah za Ciriaca Mattel »a cui il Caravaggio avea dipinto un S. Gio-
van Baltista e quando nostro Signore ando in Emaus .. .« Bellori ome-
nja leta 1672 istl motiv med slikami kardinala Scipiona Borgheseja.

16



V tej zbirki je slika ostala do leta 1798, ko je presla v last lorda
Vernona. Ta jo je leta 1839 daroval National Gallery v Londonu.
Galleria Brera v Milanu hrani sliko istega ikonografskega motiva, ki
jo je naroéil markiz Patrizij, kot porota leta 1672 Bellori. Bellori ome-
nja Kristusa z dvema apostoloma, v ozadju gostitelja s éepico in zeno,
ki prinasa jedi na mizo. Ceprav poznamo Kavéiéeve risbe zunanjiéine
Ville Patrizij (Akademie d. bild. Kiinste, inv. 1225, 1304, Narodna gale-
rija, inv. G 71} in so okeli Caravaggiove slike v Breri, ki naj bi izvi-
rala iz zbirke Patrizij, Se vedno nekatera vpradanja odprta,™ gre
v Kavéicevi risbi za kopljo po sliki, ki je bila neko¢ v Gallerii Bor-
ghese: na Kavéiéevl risbi in sliki iz Gallerle Borghese se namreé na-
tanéno ujemajo figuralna kompozicija in vse nadrobnosti na njej.
Mikavnost Caravaggiovega chiaro-scura in naturalizma pa je zabri-
saha. Temno senco, ki prihaja z leve, je Kavéié¢ podal v nedeljeni
temnejsi lisl, senco za Kristusovo glavo je naslikal le na desni strani,
ob nagrbanéenem ¢elu s stola vstajajoéega uéenca se ni posebej po-
mudil, enako tudl ne ob strganem rokavu istega apostola, ki ga je
zaznamoval z dvema értama. Ce ne bl poznall originala, ne bi vedell,
kaj naj bi ti dve zviti ¢rti pomenili. Manj pozornostl pa je posvetil
tudi zvitemu in osvetljenemu delu bele apostolove halje ob robu mize
na desni strani, ki mu je vzel zar svetlobe. — In nazadnje lahko ver-
jamemo, da je Kavéic sliko posnel 3e v borgeski zbirki, tudi zato ker
pri¢a o tem ¢as njegovega bivanja v Rimu. Iz Rima je odsel leta 1787,
ko je bila slika Se v tej galeriji.

Lit: Renato Guttusa - Angelo Ottino della Chiesa: L'opera completa del Ca-
ravaggio. Classiei dell'arte 6. Milano 19732 pp.92, 101, kat. in sl 37, XIX—
XXII, kat.68; XV.settimana dei Musei Italiani. Roma, Palazzo Barberini,
ottobre—novembre 1972 (kat. Italo Faldi in Eduard Safafik), pp. 24, 26; Ilu-
strated general catalogue. The National Gallery. London 1973, p.99. Homan
Poterton: The Supper at Emmaus, Caravaggio, “Painting in Foeus”, N. 3, The
National Gallery, London (1975) [brez pagf_j,

T 8V. HIERONIM, sl. 11

svinénik, lav. perorisba, bistr, 22,7 x 28,Tem, slgn.: ni, na kartonu v
sredini napis: Spagnoleto, na hrbtni strani lista Kavéiéeva lav. pero-
risba po Raffaelovi sliki Polaganie v grob

Narodna galerija, Ljubljana, inv. 5t. G 30

Foto: Narodna galerija, Ljubljana, N. 3260

Caravaggio, Michelangelo Merisi (Caravaggio 1573 Porto d'Ercole

1610)

o.pl.,, 112 » 157 em, ok. 1605/06

Galleria Borghese, Rim, inv. 56

Bellori omenja, da je Caravagglo naslikal to delo za kardinala Sci-

piona Borghesejo. Za Caravaggiovo delo jo stejeta tudl Manllll in

inventar iz leta 1693, medtem ko jo inventar iz leta 1790, tako kot

Kavéié, imenuje Spagnolettovo delo (sc.Jusepe de Ribera, im. lo

Spagnoletto). Tako je zapisana tudi v fidejkomisnem seznamu leta

I Acquisti 1970—1972. Galleria Nazionale d'orte antica. XV. settimana dei
Musei Iteliani. Roma, Palazzo Barberini. Ottobre—Novembre 1972, kat. 5,
pp. 24, 26 (besedilo kat. 5t.5 napisal Eduard A. Safarik).
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1833 in &e naprej v nasem stoletju, ko jo imajo nekateri za Caravag-
giovo delo (L. Venturl, E. Modigliani, Voss, Longhi, De Rinaldis, Ma-
hon, Hinks, Friedlinder), drugi spet ne. Ob Caravagglovi razstavi
leta 1951 v Milanu je bilo vprasanje o Caravagglovem avtorstvu spet
naceto. Delo mu je Se danes priplsano in ga postavljajo v zadnji éas
slikarjevega bivanja v Rimu leta 1605-—1606. Riberovemu opusu so ne-
ko¢ pripisovali tudi sv. Hleronima. ki je bil nekoé¢ v Palazzo del Quiri-
nale in je danes v Vatikanu. Tudi tega so mu odpisali in ga pripisali
Caravagglovemu krogu.®

Kot pri risbl Kristusa v Emevsu tudl tu Kavéiéca ni zamikal Cara-
vagoiov naturalizem: na Caravaggiovi sliki je upodobljen strgan in
zavihan hrbet stare knjige, lezeée na levem robu mize, Kavéié pa tega
motiva ni posnel, temve¢ je naslikal zravnan in neposkodovan knjizni
hrbet. Prav tako ni posnel poudarjeno strleé¢e kljuc¢nice sv. Hieronima
in poudarjenega svetlega in temnega ozadja, ki ga je z lavuro omilil.

Lit.: Della Pergola II, kat.in sl 115; Renato Guttuso-Angela Ottino della
Chiesa: L’opera completa del Caravaggio. Classici dell'arte 6, Milano (1973,
kat, in sl. 62, Tabh, XLV,

8 SALAMONOVA SODBA, sl. 12

svinénik, lav. perorisba, bistr, 21,5 x 28,2 em, sign.: ni, na kartonu v
sredini napis: Guercino da Cento

Akad. d. bild. Kiinste, Dunaj, inv. in foto 5t. 970

Neznani Caravaggist, Mojster Salamonove sodbe, XVII. stoletje, sl. 13

0.pl., 158 x 200 cm

Gallerla Borghese, Rim, inv. 33

Galerijskl inventar iz leta 1693 omenja sliko kot delo slikarja Glo-
vannija Lanfranca, Inventar iz leta 1700 pa imenuje kot avtorja
Guercina. Kaveélé je to atribuelijo Se zaplsal (v letih 1781 —1787), med-
tem ko inventar iz leta 1790 imenuje Ze novo ime — Passignano (Do-
menico). To je obveljalo tudl v fidejkomisnem zapisku leta 1833 in
pozneje, dokler nl Longhl predlagal atribucijo Oraziju Gentileschiju,
pozneje francoskemu slikarju Guyu Frangolsu, nato Valentinu in
konéno Neznanemu caravaggistu z natanénejsim polmenovanjem
*Mojster Salamonove sodbe«. To zadnje ime neznanega slikarja, ki
je bil pristet francoskemu slikarskemu krogu caravaggiovske smeri.
je bilo potrjeno tudi na razstavi v Rimu 1973, leta z naslovom I Cara-
vaggeschi Francesi.

Kompozicijo Salamonove sodbe je Kavéié posnel. Kot pri vseh svojlh
rishah-kopijah pa ni posnel obraznih tipov: prim. tipiéno flguro mla-
denicéa na desni strani slike, ki je s profilom, drzo telesa in priéesko
naravnost podpis Mojstra Salamonove sodbe, pri Kavéiéu pa gre za
shematiéen obraz, ki se uvriéa v njegov lasten repertoar obrazov,
ne pa v repertoar mojstra, kl ga posnema.

Ceprav gre po enl strani za original v olju, po drugl pa za kopijo
v lavirani risbi (napravljeno po originalu all kakinl drugl predlogl),
se s primerjavo enega In drugega dela vendarle kaZejo znaéilnostl,

* Guglielmo Briganti: Il palazzo del Quirinale. (Roma 1962), p. 55.
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ki karakterizirajo ne le Kavéicéa, temveé tudl tedanji rimski slikarski
krog. Ta je ustvarjal po principih Mengsove slikarske Sole, Winkel-
mannovih naukov in idealov neoklasicistiéne smeri. Zaman i3¢emo na
slikarskih delih tega ¢asa plastiéno naslikano zgrbanéeno éelo z glo-
bokimi gubami, hrapave roke, plejado obraznih tipov, posnetlh s ceste
ali bliznje okolice, in drobne naturalistiéne motive iz vsakdanjega
zZivljenja. Tako tudi na Salomonovem obrazu niso posnete gube na
obrazu, na rokah, na nogah mladeniéa ob desnem robu slike, nadalje
nista posneta skremzen obraz na tleh lezeéega otroka in prostorska
globina kompozicije, ki jo ustvarjata tudl svetloba in senca. Vse se je
sprevrglo v relief, kjer vlada z ostrimi értami zajeta figuralna kom-
pozieija. To pa je bilo konéno eno izmed naéel klasicistiéne rishe, —
Ce Se naprej primerjamo original in Kavéiéevo risho, ugotovimo, da
Kavélé nl posnel rogljaste Salamonove krone, da na prestolu ni na-
tanéno zrisal naslikanega reliefa, temveé ga je le s petimi figurami
nakazal (v resnici jih je Sest); nadalje ni zrisal motiva akantovega
listja in neskonéne valovnice na spodnjih dveh profilih prestola, tra-
kov na eksekutorjevih sandalah, trakov na nogah desnega mlade-
nicéa itn.

Kavéié v svojem delu ni ostal le pri risbi ikonografskega motiva Salo-
monove sodbe. V risbah je zapustil Studije za samostojno kompozicijo
Salomonove sodbe, ki je danes v Narodni galeriji v Ljubljani. Med
njegovimi studijami pa najdemo npr. obraz eksekutorja, viseéega otro-
ka, ki ga eksekutor drii za noge, In vrsto drugih Studlj,® kil jih je
pozneje uporabil za samostojno kompoziel]lo njegove najveéje oljne
slike, ki jo danes poznamo.®

Lit.: Della Pergola II, kat. in sl 119; I Caravaggeschi Francesi. Accademia
di Franecia, Villa Medici, Roma 1973/74 (uvod: Jacques Thuillier, kat.

Arnauld Brejon de Lavergnée & Jean-Pierre Guzin), pp. 442, 51—65, 116, 123,
226, 228, sl. 12,

9 KRISTUS V GLORIJI § SVETNIKI, sl. 14

svinénik, lav. perorisba, bistr, 28,8 x 30,5 em, slgn.: ni, na kartonu v
sredinl napls: Caracecl

Akademlie d. bild. Kiinste, Dunaj, inv.in foto 5t. 951

Carracci Annibale (Bologna 1560 — Rim 1609)

Perorisbo Kristus v gloriji (Musée des Beaux Arts, Lille) (sl. 15) imajo
za §tudijo za zgornjl del kompozicije istolmenske oljne slike v galeriji
v Palazzo Pittl v Florenci (sl.77). Oljna slika predstavlja v vrhnjem
delu Kristusa v slavi s svetim Petrom in Janezom Evangelistom, v
spodnjem delu pa na levi Marijo Magdaleno in Hermeneglilda, na desni
pa sv. Edvarda Angleikega in donatorja Odoarda Farneseja. Pred le-
tom 1698 je bila slika v zbirki Ferdinanda de'Mediel.

Zze H. Tietze je v letih 19051906 ugotovil razloéke med perorisbo In
oljno sliko: putta sta nekoliko spremenjena, sv.Janez Evangelist in
V. Peter gledata v nebedko sfero, medtem ko gleda Janez Evangelist
na oljni sliki na zemljo. Najbolj tipléen razloéek je v Kristusovem

B Akademie d. bild. Kiinste, Dunaj, inv, 5t, 1213, 1370, 1429, 1439, 1454,
M o pl., 243 x 340 em, sign.: ni.
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telesu, ki je na risbi krepko, na oljni sliki pa gre za telo neznega mla-
deniéa, itn. Voss omenja oljno sliko in jo imenuje znaéilno delo iz
¢asa prehoda bolonjskega k rimskemu ¢éasu. Pripisuje ji e navezanost
na Corregeia v koloritu, v kompoziciji pa naj bi jo inspirirala rimska
monumentalnost. Glede skice misli, da Se manjka skupina z donator-
jem. PoSevna dria telesa na oljni sliki skoraj ne pride do veljave,
medtem ko je na risbi narisana v moénejsi skrajsavi. Nobeden teh
avtorjev ne omenja, da je risba z dveh strani spodrezana in da ima
format skice pravzaprav obliko pendantiva. Dodali bi tudi 5e nekatere
znacilnosti, ki jih ima risba, vrhnji del oljne slike pa ne: med sv. Pe-
trom in angelom levo od Kristusa ni oblaka (na oljni sliki je), Kristus
kaze izpod halje le levo stopalo (na sliki tudi desno) in del draperije
na desnem kolenu je drugaée naguban kot na oljni sliki; Janezu
Evangelistu se vidi le levo stopalo, na sliki tudi desno; Janezova halja
je na risbi bogateje nagubana kot na oljni sliki; pod oblakom izpod
Kristusa plava kerub, na oljni sliki ga ni. Ko pa primerjamo Kav-
¢i¢evo risbo in Carraccijevo perorisbo, ugotovimo, da je Kavéié kopiral
vso kompozicijo perorisbe z vsemi detajli, vkljucéeno s spodaj segment-
no spodrezanim formatom upodobitve. Kot pri vseh drugih Kavéicevih
kopijah je takoj vidna sprememba obraznih tipov, ki jih je Kavéié
prilagodil svojim obraznim tipom (iz podolgastih obrazov je naslikal
krajse in splo$éene). — VpraSanje je, all je Kavci¢é kopiral to risbo
ali 3¢ neko popolnejse delo — fresko, oljno skico?

H. Tietze je pri Carraccijevi risbi poudaril krepkost Kristusovega te-
lesa, Voss pa vecji scorzo kot na oljni sliki. V primerjavl s Kavéicevo
risho pa je opazen tudi format, ki ga Kavéié ponovi in ki ne kaze
na studijo za oljno slike pokonénega, pravokotnega formata, temveé
prej na Studijo stenske slike ali stensko sliko samo, ki se prilagaja
arhitekturi — oboku. »8tudij antike, Raffaelovik in Michelangelovih
del mu je pokazal slabost njegove risbe in tako je postal kot zrel moj-
ster znova udenecs, omenja Tietze® za ¢éas, ko je A.Carracei prisel
ustvarjat v Rim. Vpradanje je, all je Carraccijeva perorisba res 5tu-
dija za oljno sliko Odoarda Farneseja, ki je danes v Palazzo Pittl. Ali
ni Annibale Carracel le ponovil znanega vrhnjega dela Kristusa v sla-
vi. za monementaliziral in pripravil za samostojno kompozielijo, ki je
danes ne poznamo ali pa ni bila izvedena? Znova se vprasamo, kje
je Kavéié slikal to risbo in po katerem vzorcu: po Se danes ohranjeni
Carraccijevi perorisbi, kar se mi zdi najmanj verjetno, po nekl veéji
studiji all kartonu all po éem drugem?

Lit.: Hans Tietze, Annibale Carraceis Galerie im Palazzo Farnese und seine
romische Werkstédtte. Jahrbuch der Kunsthistorischen Sammlungen. Bd. 26,
Wien 1906/07, pp.83—65, s1.1, 7; Hermann Voss: Die Malerei des Barock in

Rom. Berlin (1924), p.498m, sl p.178; Donald Posner: Annibale Carracci.
Vol. 2. (Lendon 1971), p. 45, sl. 103 b,

10 ROP EVROPE, sl. 20
svinénlk, lav. perorisba, bistr, 30,8 » 21,7 em, slgn.: ni,

# Hans Tietze, Annibale Carracis Galerie im Palazzo Farnese und seine
rimische Werkstitte. Jahrbuch der kunsthistorischen Sammlungen, Bd. 26,
Wien 1906/07, p. 65,
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na kartonu v sredinl napis: d'Arpino
Akademie d. bild. Kiinste, Dunaj, inv. in foto &t. 963

Cesari Giuseppe, Il Cavalier d’Arpino (Arpino 1568 — Rim 1640)
0.les, b7 x 45 em, sign.: ni, po 1. 1602/03

Galleria Borghese, Rim, inv. 378

Provenienca slike ni znana, vendar gre brzkone za neposreden nakup.
V galerijski zbirki je prvié imenovana leta 1650 (Manilli), in od tedaj
naprej so jo vedno imeli za Cesarijevo delo, H. Rittgen jo uvriéa med
slikarjeva mitolosko-erotiéna dela po letu 1602—1603.

Kavéiéeva kopija posnema original brez vecéjih sprememb, le obrazi
s0 spet samo skicirani in so zgubili znaéilne érte Cesarijevih tipov.
Lit.: Della Pergola II, kat. in sl. 88; Herwarth Rottgen: Il Cavalier d’Arpino.
Roma, Palazzo Venezia 1973, p. 112, sl 34,

11 SV.JANEZ KRSTNIK, sl.17

svinénik, lav. perorisba, bistr, 27,56 % 20.3 em, sign.: ni,
na kartonu v sredini napis: d'Arpino

Akademie d. bild. Kiinste, Dunaj, inv. in foto §t. 954

Cesari Giuseppe, Il Cavalier d’Arpino (Arpino 1568 — Rim 1640)

0. skril, 33 x 26 em, sign.: ni, pred 1607

Galleria Borghese, Rim, inv. 229

Slika je brzkone prisla v zhirko z drugimi deli, ki jih je leta 1607 za-
plenil v d'Arpinovem ateljeju fiskal papeza Pavla V. in ki so bila
z brevom dana zbirki kardinala Scipiona Borgheseja. Manilli imenuje
leta 1650 sliko kot delo »Cavaliera Guidottijae. Inventar iz leta 1693
sliko samo opiSe in pove, da ima Stevilke 170, ki je Se danes vidna.
Inventar iz leta 1872 jo ima za delo bolonjske Sole itn. Longhi jo je
leta 1928 pripisal Cavalieru d’Arpinu in della Pergola jo uvriéa med
dela pred letom 1607, ko je bila zaplenjena.

Kavéié je v éasu bivanja in kopiranja v Rimu (1781—1787) zapisal
kot avtorja ime Cavaliera d’Arpina. Kaze, da je ta atribucija Ze v nje-
govem ¢asu veljala.

Lit.: Della Pergola II, kat. in sl. B9.

12 ZAROKA SV.KATARINE, sl. 29

svinénik, lav. perorisba, bistr, 26,3 % 21 cm, sign.: ni,
na kartonu v sredini napis: il Correggio

Akademie d. bild. Kiinste, Dunaj, inv. in foto 5t. 968

Correggio, Antonio Allegri (Correggio ok. 1489 — Corregpgio 1534)

Najbolj znano Correggiovo delo s tem naslovom je prislo iz parmsks
zbirke Farnese leta 1734 v Neapelj v muzej Capodimonte. Corrado
Ricci omenja, da je videl najmanj dvajset kopij v javnosti dostopnih
galerijah in mnoge v zasebnih zbirkah, ki so Imenovane kot originall.
sRiccl nadalje omenja, da velja po atribucijah nekaterih avtoritet kot
original slika v lasti druzine Fabrizi v Rimu. Za original imajo tudi
sliko v Eremitazi in Gallerii Barberini. Sam pa misll, da je original
slika v Neaplju. Ta sodba je obveljala do danes. — Rleel citira tudi
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grafike, ki so nastale po tem delu: leta 1620 jo je vrezal G. B. Mercatl
po kopijl v lasti Lella Guldacclonija, medtem ko je bila grafika Ne-
apeljtana Antonla Zaballija vrezana leta 1781 po originalu v Neaplju.
Tretjli primerek — napravil ga je Moette — reproducira neapeljsko
kompozicijo in citira napis, ki naj bi bil na hrbtni strani originala.
Kavéiéeva risba posnema originalno kompozicijo, najverjetneje pa je
bila narejena po kaksni kopiji v Rimu, morda v Gallerii Barberini,
kjer je Kavéié kopiral, kot se zdi, plastike in slikarska dela.

Lit.: Corrado Ricci: Correggio. (Roma 1929), pp. 36, 140, sl. XLI; Alberto Be-
vilacqua — A(ugusta) G(hidiglia) Quintavalle: L'opera completa del Cor-
reggio. Classici dell’'arte 41, Milano (1970), kat, in sl, 40, XIII; Catalogue of

Italian Paintings. Illustrations, Art Gallery and Museum Glasgow 1970, p. 46,
sl. 127,

13 SIBILA, sl. 21

svinénik, lav. perorisba, bistr, 28,1 x 20,3 em, sign.: ni,
na kartonu v sredini napis: Domenichino

Akademie d. bild. Kiinste, Dunaj, inv. in foto 3t. 966

Domenichinoe, Domenico Zampieri (Bologna 1581 — Napoli 1641)

s1. 22, o.pl., 123 x 94 cm, leta 16117
Galleria Borghese, Rim, inv. 55

Delo je kupil pri slikarju leta 1617 kardinal Sciplone Borghese za
svojo zbirko. V raéunu izdelovalea okvirov in pozlatarja je govor
o0 Domenichinovi Sibili. Tako jo ima zapisano tudi Bellori leta 1627,
medtem ko omenja Manilll leta 1650 Muzo, inventar leta 1700 sv. Ce-
cilijo, inventar iz leta 1790 pa Muzlko. V Wallace Collection v Lon-
donu je nekoliko spremenjena replika, ki jo je leta 1848 kupil lord
Hertford in je po provenienci morda iz Casa Ratta v Bolognl, kjer
jo je videl slikar Reynolds. Studijo za sliko v Gallerii Borghese hrani
zbirka Von Hadeln v Firencah. Po oljni sliki sta v 18. stoletju vrezala
grafiki Marcucci in Fontana. Iz Gallerie Capitoline v Rimu je znana
sorodna kompozicija Sibile, vendar je ta brez Instrumenta, na levi
strani kompozicije pa je namesto listja vinske trte zavesa.

Kavéideva risba posnema original v Gallerii Borghese. Kavéié tudl
to pot ni posnel Zivih polodprtih ust, natanénega proporca obraza in
pogleda navzgor, prl njem je Sibilin pogled topo obrnjen v stran.
Na naramnem ogrinjalu tudi ni posnel brokatnega vzorca.

Lit.: Della Pergola I, kat. 32, sl 31; Evelina Borea: Domenichino. (Firenze
1965), kat. in sl. 60,

14 SMRT SV.FRANCISKA KSAVERIJA, sl. 23
svinénik, lav. perorisba, bistr, 30,2 x 20,9 em, sign.: ni,
na kartonu v sredini napis: Gaulli

Akademle d.bild. Kiinste, Dunaj, inv. in foto it. 1002

Gaulli Giovanni Battista, im. Bacicio (Genova 1639 — Rim 1705)

sl. 24, o.pl., 271 x 182 em, leta 1676
5. Andrea al Quirlnale, Rim

Slika je datirana z raéunom, izdanim 20. julija 1676. B. Fajrot je vre-
zal grafiko (primerek v Gabinetto Nazionale delle Stampe, Rim, Inv.
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N.53.064), ki je ta motiv razdirila dale¢ po Evropi in Latinski Ame-
riki.

Tudi ta risba izdaja, kakien namen je imel Kavéié s Stevilnimi ris-
bami po starih mojstrih: z risbo in obrisi je Zelel obvladati kompo-
zieijo, In ob tej vaji je dal poudarek glavni flguri, tj. sv. Franéisku
in skupini angelov na oblakih, medtem ko je pustil prihajajoée 1judi
v ozadju nedokonéno izrisane in predstavljene brez oblaéil, kot akte,
vendar v pozah, kot jih imajo na originalni sliki. Tudi se ni nadrob-
neje pomudil pri rastlinah ob vréu, ki jih je zajel shematiéno, ni po-
snel patetiénega obraza umirajoéega svetnika in Zivahni pogledi
angelov so pod njegovim peresom in ¢opiéem otrpnili.

Lit.: Robert Enggass: The Painting of Baciccio Giovanni Battista Gaulli
1639—1709,. Pennsylvania 1984, pp. 25—26, 141, sl. 35; Giulio Giachi-Guglielmo

Matthiae: 8. Andrea al Quirinale. Le Chiese di Roma illustrate. N, 107, Roma
(19649), pp. 51—52, sl. 15.

15 LOT IN HEERI, sl. 25

svinénik, lav. perorisba, bistr, 20,8 x 26,1 em, sign.: ni,
na kartonu v sredini napls: G. Honthorst

Akademie d. bild. Kiinste, Dunaj, inv. in foto 5t. 994

Guerrieri Giovanni Francesco (Fossombrone 1589 — Pesaro 1659)

0, pl., 143 x 165 cm, leta 1617

Galleria Borghese, Rim, inv. 45 .

Slika je bila narejena kot sopraport za Marcantonia Borgheseja leta
1617 za sobo v Palazzo di Campo Marzio. Manilli Ze ne ve veé za pra-
vega avtorja in vnasa ime Archita Riceija, inventar 1z leta 1693 Fran-
ciabigia, Inventar s koneca 18. stoletja pa govorl o anonimnem moj-
stru. F. W. B. Ramdohr in inventar 1z leta 1790 omenjata kot avtoria
Gherarda delle Nottl, To ime obvelja v 19. stoletju, v 20. stoletju pa
nastopijo razni drugi predlogi. Andrea Emiliani spet omenja Guer-
rierijevo avtorstvo. Della Pergola mu po arhivskih podatkih in pri-
merjavah z drugimi deli 1959 vrne ime. Kavéi¢ je na svojo risbo vne-
sel ime, ki je bilo tedaj v veljavi — Gherardo delle Nottl — in kot
omenja Della Pergola: »...il nome che trionfa in questo momento
per ogni opera notturna«<. Kot pri rishah po Caravagglovih delih je
tud! tu Kavéié zanemaril igro svetlobe in sence: steklenica z vinom
je pri Kavéiéu svetla po vsej povrsini ob strani, pri Guerrieru pa je
zaznamovan le majhen odblesk; isto velja za svetlobo na Lotovi pre-
krizanl desni nogi, ki je pri Kavéiéu bolj osvetljena kot na originalu,
all za Lotov obraz, razgaljene prsl itn. Namesto ozkih obrazov héera
nastopljo okroglastl in kratki. Kot prl Domenichinovi Sibill se tudi
tu Kavcélé ni ustavljal pri vzorcu na draperijl leve héerke.

Lit.: Andrea Emiliani: Giovan Francesco Guerrieri da Fossombrone. (Urbino
1958), p. 108 (uvod Rodolfo Pallucchini}; Della Pergola II, kat, in sl 134.

pl6 SV.ROK, sl. 26

svinénik, lav. perorisba, bistr, 18,3 x 29,7 em, sign.: ni,
na kartonu v sredini napis: Cavedoni

Akademie d. blld. Kiinste, Dunaj, Inv. In foto 5t.991
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Guerrieri Cioven Francesco (Fossombrone 1589 — Pesaro 1659)

o.pl., 106 x 180 em, sign.: ni, leta 1617

Galleria Borghese, Rim, inv. 69

Sliko je kot sopraport naslikal leta 1617 Guerrierl za Marcantonia
Borghese za palaco Borghese na Campo Marzio. Tu je morala biti
precej éasa, vendar je Manilli ob popisu vile ne omenja. Montelatiel
jo leta 1700 omenja kot sliko v cenjeni maniri. Inventar iz leta 1790
jo eitira kot delo bolonjske Sole, fidejkomis iz leta 1833, Plancastelll
in Venturijev katalog leta 1803 kot Carraceijevo delo itn. Tudi v
20. stoletju se vrste razna imena. Guerrierijevo avtorstvo sta zapisala
leta 1958 Emiliani in leta 1959 Della Pergola po arhivskih virih in
primerjavah z drugimi slikarjevimi deli.

Le Kavéiéc omenja kot avtorja ime slikarja Giacoma Cavedonija. —
Kavéiceva risba je posnetek originala, le da se na njej umetnik spet
ni do konea ukvarjal z nadrobnostmi pri tihozitnih predmetih v le-
vem oglu slike in da je nekatere predmete natanéno izrisal, medtem
ko se na originalu stapljajo s temnim ozadjem.,

Lit.: Andrea Emiliani: Giovan Francesco Guerrieri da Fossombrone, (Urbino
1958), p. 106 (uvod Rodolfo Pallucchini); Della Pergola II, kat. in sl. 135,

17 EGIFTOVSEKI JOZEF IN PUTIFARKA, sl. 27
svinénik, lav. perorisba, bistr, 21,8 x 32,3 em, sign.: ni,
na Kartonu v sredini napis: Glovanni Lanfranco
Akademie d. bild. Kiinste, Dunaj, inv. in foto &t. 1026

Lanfranco Giovanni (Parma 1582 — Rim 1647), sl. 28

o.pl., 101 x 157 cm

Galleria Borghese, Rim, inv. 67

V vseh inventarjih Gallerie Borghese od leta 1693 naprej je slika vne-
sena pod tem imenom. Kavéié je sliko dokaj natanéno prerisal, le da
je obraze shematiziral. Na levi strani risbe pa vidimo sveénik. ki ga
na originalu danes ne opazimo. All je to Kavéicev samovoljni dodatek
all pa se pod sedanjim temno rjavim ozadjem na originalu ta detajl
Se skriva? ¢e primerjamo izrisano nogo postelje in nogo svecénika,
najdemo soroden naéin slikanja in oblikovanja pohistvenega kosa in
sveénika. Ali se je Kavéié prilagodil naéinu slikanja predmetov na
originalni sliki in je dodal ta motiv? Ali je bila vmes kaksna druga
predloga? All na originalni sliki v Galleril Borghese danes ne vidimo
vsega, kar je nekodé bilo vidno?

Lit.: Della Pergola I, kat. in sl. 88.

18 PERZEJ RESI ANDROMEDO, sl. 18

svinénik, lav. perorisba, bistr, 30,1 x 20,3 em, slgn.: ni,
na kartonu v sredini napis: d’Arpino

Akademie d. bild. Kiinste, Dunaj, inv. in foto §t. 1017

Manetti Rutilio (Slena 1571 — BSiena 1639)

0.pl., 177 x 120 em
Galleria Borghese, Rim, inv. 527



V pgalerijskem Inventarju iz leta 1693 je slika pripisana Annibaleju
Carraciju. Ramdohr jo je leta 1787 uvrstil med dela Cavaller d’Arpina
in tako tudi galerijski inventar iz leta 1790, fidejkomis iz leta 1833 itn.
Voss je leta 1932 ugotovil Manettijevo avtorstvo po grafiki Bernar-
dina Capitellija. Med bivanjem Franca Kavéiéca v Rlmu je veljala
atribucija d’Arpinu, o éemer priéa tudi Ramdohrjeva publikacija iz
leta 1787 In Kavéiéev napis na kartonskl podlagi risbe. D'Arpinove
variante Perzeja, ki re5uje Andromedo, predstavljajo stojeéo, na ska-
le priklenjeno Andromedo, pokrajino z mestom v ozadju in Perzeja,
ki prihaja z neba na konju (primerki v Bologni, na Dunaju, v New
Yorku). Po motivu ozadja, ki je brez obrezja z mestom v daljavi in
z raztresenimi Skoljkami pred skalovjem ob Andromedi, je Manetti-
jevi Andromedi blizia Andromeda v Musée des Beaux Arts v Dijonu,
delo Carla Saracenija, vendar je tudi ta stojecéa. Kavélé na risbi ni
naslikal ladlj na obzorju in bruhajote sape morske poSasti, Andro-
meda se na Kavéicéevi risbi ne ozira patetiéno k resitelju, ki prihaja
z neba, temved topo zre predse. Njen obraz ni tako prefinjen kot pri
Manettiju, temveé je sploiéen in bolj okroglast.

Kar zadeva grafiko B .Capitellija in Kavéicevo kopijo, lahko reéemo,
da sl je grafik dovolil veé svobode kot Kavéié: Andromedino levieo
je poloZil v naroéje (na originalu in pri Kavéiéu je poloZena na ska-
lo); na graflki padajo Andromedi lasje v kosmu pred uSesom navzdol
(na originalu in Kavéicéevi risbi ne); prva ladja je brez jader (na
originalu ima jadra in enako pri Kavéiéu); Perzeja je grafik izpustil
in oblake je oblikoval po svoje (Kavéié je Perzeja posnel in oblake
v obrisih nakazal v sorodni obliki, kot jih je naslikal Manetti).

Lit.: Hermann Voss: L'opera gicvanile di Rutilio Manetti, v: La vita Arti-
stica. I11, 2, 1932, pp. 57—62, 68, sl. p. 58 in 59; Della Pergola II, kat, in s1.52. —
Anna Ottani: Carlo Saraceni. Milano, Spagnol 1968, kat. 11, s1. 39 in I.; Her-

warth Rittgen: Il Cavalier d’Arpino. Roma, Palazzo Venezia 1973, pp. 7T8—79,
kat, 10, p. 110, kat. 32,

19 TRI GRACIJE, sl. 31

svinénik, lav. perorisba, bistr, 31,7 x 20.4 cm, sign.: ni,
na kartonu v sredini napis: Cavalier Vanni

Akademie d. bild. Kiinste, Dunaj, inv. in foto 3t. 930

Manetti Rutilio (Slena 1571 - Siena 1639)

o0.pl., 33 ¥ 38em

Galleria Borghese, Rim, inv. 527

Slika brzkone izvira iz sekvestriranih sllk Cavaliera d’Arpina. Bolj
natanéen opis slike, ki dopuséa sklep o njej, je v inventarju iz leta
1693, ki jo pripisuje Annibaleju Carracciju. Della Valle jo leta 1786
omenja kot delo Franceseca Vannija, inventar iz leta 1790 kot delo
Domenichina, fidejkomis iz leta 1833 pa spet omenja ime Francesca
Vannija. Tudi drugl virl 18. stoletja citirajo kot avtorja slikarja Va-
nnija, kar je obveljalo do Vossove atribucije Rutiliju Manettiju.

& Kavéiceva atribueija Francescu Vanniju soglasa z atribucijami pred
Inventarjem 1z leta 1790 in soglasa s slikarjevim bivanjem v Rimu
v 80. letih 18. stoletja. Kavéié je kopiral le srednjl del kompozicije,
medtem ko je lzpustil na levl stranl leteéega amorja in krajino
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v ozadju, na desni pa specega amorja. Posnel je drie teles in detajle
figuralne kompozicije, ni pa ujel mikavnosti s svetlobo osvetljenth
krosenj dreves in ljubkosti drobnih obrazov, ki jih je shematiziral
zlasti ob oéeh, In to s temno lavuro. Tudi krajine z vitkimi debli dre-
ves, ki so vidne med levo in srednjo gracijo, nl ponovil, temveé jo je
zapolnil z listjem koSatega drevesa na desni strani. — To pa ni edini
motiv treh gracij, ki ga je Kavéié prerisoval. V isti tehniki je posnel
tudi sorodno stojeéo skupino treh graecij, vendar mu je prl tej risbi
sluzlla kot predloga antiéna plastika (Akademie d.bild. Kiinste, inv.
1771).

Lit.: Hermann Voss, L'opera giovanile di Rutilio Manetti. Vita artistica. ITI.
2. Roma 1932, pp.57—68; Della Pergola 11, kat. 51, sl. 50,

20 SV.JANEZ KRSTNIK, sl. 32

svinénik, lav. perorisba, bistr, 33 x 22,3 cm, slgn.: ni,
na hrbtni strani lista napis: Mengs

Akademie d. bild. Klinste, Dunaj, inv. in foto §t. 1030

Mengs Anton Raphael (Usti/Aussig 1728 — Rim 1779)

Antonio Nibby omenja leta 1832, da je bila v zbirki Ville Borghese -
v sedanjl sobi X — ...il famoso abbozzo del quadro rappresentante
S. Giovanni Battista, che Mengs fece pel conte di Rivadaria e che fu
mandato in Ispagna.« Studija je omenjena Se leta 1873, ker pa ni pri-
padala fidejkomisni masi, je blla morda prodana all pa se je pora-
zgubila med raznimi vejami druzine Borghese.

Sorodna Mengsova slika je v Eremitazl v Leningradu lz ¢asa okoll
leta 1774. Kupljena naj bi bila med leti 1774—1783 v Barceloni za Ka-
tarino II. Ponz omenja kopijo za grofa de Rivadaria, pri ¢emer opo-
zarja D. Honlsch, da bi to bilo v nasprotju z Vossovo trditvijo, da sta
obe sliki identiéni. — ¢e primerjamo Kavcicevo risbo z leningrajsko
sliko, opazimo razlocke: Kavéiceva risba ima na desni strani kompo-
ziclje jagnje, leningrajska ga nima; pri leningrajski sliki je na levi
strani naslikano drevo z rogovilo in ob njem je prislonjen kriz — pri
Kavcéicu tega motiva ni; pri Kavéicevemn delu je zelo malo razmika
med levo nogo in skalo v ozadju, prl leningrajski ga je veé in vmes
se vidl palica; prav v levem oglu zgoraj prl Kavéiéu ni listja, na
leningrajski sliki pa je.

Slika pridige sv. Janeza Krstnlka za grofa Rivadaria je danes na ne-
znanem Kraju. Prav tako je brez sledu lzginila Studija zanjo, kl je
bila nekoé v Gallerll Borghese, Kavéiceva risba po delu v Galleril
Borghese je vsaj priblizen dokument o njej, ki pri¢éa, da lkonografsko
ni popolnoma identiéna z leningrajskim primerkom.

Lit.: Antonio Nibby: Monumenti scelti della Villa Borghese. Roma 1832,
p. 145; Indicazione delle Pitture e Sculture esistenii nel piano superiore del
Palazzo della Villa Borghese. Piano superiore, Roma 1873, p.14 (seznam
v Gallerii Borghese); Herbert von Einem: Car! Ludwig Fernow. Eine Studie
zum deutschen Klassizismus. Berlin 1935, Tab. VIII; Dieter Honisch: Anton
Raphael Mengs und die Bildform des Friihklassizismus, Recklinghausen 1965,
kat, 103, p.94, kat.343, p.135; Luciana Ferrara Grassi, pismo dat. v Rimu
24, 6. 1974,
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21 MUCENISTVO SV.BOSTJANA, sl. 30

svinénik, lav. perorisba, bistr, 28,1 « 21 em,

na kartonu v sredinl napis: Federigo Zuccaro
Akademie d. bild. Kiinste, Dunaj, inv. in foto §t. 939

Passignano Domenico, Domenico Cresti (Passignano? okoli 1560 —
Firenze 1636)

0. baker, 35 x 26 cm

Galleria Borghese, Rim, Iinv. 341

Slika izvira po vsej verjetnosti iz zaplenjenlh del v lasti slikarja Ca-
valiera d'Arpina leta 1607, vendar avtor takrat ni bil imenovan. In-
ventar iz leta 1693 imenuje kot avtorja Martinianlja, inventar iz leta
1700 jo pripisuje Zuceariju, a brez krstnega lmena, po katerem bi
lahko vedeli, ali je misljen Federico (okoll 1540/43 — 1609) all Taddeo
(1529--1566). Zucearija imenujeta tudi inventar iz leta 1790 in fidej-
komis iz leta 1833. Pozneje so imenovali drugega avtorja, danes pa
velja atribueija Domenicu Passignanu.

Kot smo videll Zze v veé primerih, se Kavéicev zapis ujema z atribu-
cijami iz okoll leta 1790, le da po zaslugi Kavciéevega napisa »Fe-
derigo« ni treba veé ugibati, katerega od obeh Zucecarijev so mislill.
Dovolj majhen format slike (35 % 26 em) in tudi njene siceridnie sli-
karske vrednote dajejo slutiti, da delo brzkone tudi nekoé ni zbujalo
velike pozornosti in nl imelo toliksnega pomena, da bi bilo posneto
v kopijah all grafiénih listih, po katerih bi ga slikar kopiral. Mislim,
da je to ena izmed slik, ki bi priéala, da gre pri Kavéiéevih risbah za

prerisovanje po originalih v Galleril Borghese, kjer je kopiral najbrz
vsevprek,

Na originalu je desna figura danes z okvirom zakrita in na levi strani
iz istega vzroka ni v tollkSni meri videti krajine in stopala leve kle-
éece figure. Hlaénlel leve flgure sta z risbo le nakazani in nista do
koneca zrisani in lavirani. Kavéié je tudl opustil krvne srage na telesu
muéenega in svetnlkov obraz nima trpedega izraza z odprtimi usti,
kot pa ima na originalu. Naturalistiénl motivi tudl to pot niso nasli
odmeva v rishl neoklasicistiéno usmerjenega slikarja.

Lit.: Della Pergola II, kat. 58, sl.59.

22 SV.DRUZINA, sl. 37

svinénik, lav. perorisba, bistr, 18,7 x 15,3 cm,

na kartonu v sredinl lista napis: Carlo Dolce
Akademle d. blld. Kiinste, Dunaj, inv. in foto 5t. 1021

Pomarancio (?), Roncalli Cristoforo (Pomarance/Volterra 1552 — Ge-
nova 1626)

0. pl., 68 x 52 em

Galleria Borghese, Rim, Inv. 365

Sliko morda omenja inventar iz leta 1693, a brez avtorja. V fidej-

» komisu leta 1833 je kot slikar Imenovan Pomarancio. Voss ni bil teh
misli, ni pa povedal, kdo bi lahko bil avtor. Longhi se je nagibal
k misll, da je delo vendarle Pomaranciovo. Della Pergola ga je pre-
vidneje uvrstila med dela, slikana v Pomaranciovem nacinu.
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Kavéicev zapls »Carlo Dolees (sc. Carlo Dolei, Firence 1616 — Firence
1686) je odkril atribueijo, ki je veljala ob koneu 18. stoletja in pred
fidejkomisnim zapisnikom iz leta 1833.

V primerjavi z originalom Marijina naglavna tanéiea ni tako na-
tanéno vidna kot na Kavéicevi risbi, ker se izgublja v temnorjavem
ozadju. Kavéié pa je érte naglavne rute natanéno zasledoval in jih
poudaril v risbi z risarsko zavzetostjo. Obrazi so spet zgubill Zivahnost
pogledov in Jezusova glava je dobila stereotipno »lasuljos, ki je vla-
dala v njegovem repertoarju. Kako se je zmanjsala mikavnost pla-
stiéno obdelane Jezusove noge z njenimi detajll, priéa na Kavéiéevi
risbl naslikana temna lisa na stegnu, ki naj bl pomenila jamico na
otrodki nogi. Kavéié si je dovolil tudi poenostaviti profil police, na
kateri stoji Jezus, s tem da profilov ni 1zpodrezal in da jim je zmanj-
3al vtis perspektiviéne poglobitve.

Lit.: Della Pergola II, kat. in sl 65.

23 POKOL NEDOLzZNIH OTROK, sl. 33

svinénik, lav. perorisba, bistr, 21,4 x 28,8 em, sign.: ni,

na hrbtnl stranl lista napls s svinénikom Pussino in Poussin
Narodna galerija, Ljubljana, Inv. 5t, G 19

Foto: Narodna galerija, Ljubljana, N, 3252

Poussin Nicolas (Les Andelys 1594 Rim 1655)

Z potovostjo pripisujejo danes Poussinu dve deli z motivom pokola
nedolinih otrok: 1) oljno sliko v Musée Condé v Chantillyju (sl. 35),
ki jo leta 1638 imenuje inventar zbirke markija Vincenza Giustini-
anija v Rimu, za katerega jo je Poussin brikone naslikal; 2) lavirano
perorisbo v Musée des Beaux-Arts v Lillu (sl. 34), ki so jo imell za
itudijo za sliko v Chantillyju (Blunt, 1960, p.149). Tretjo Poussinovo
upodobitev — oljno sliko Pokol nedolznih otrok — omenjajo stari viri
v Palazzo Altieri v Rimu. Danes je v zbirki Musée du Petit Palals
v Parlzu (sl. 36) in jo uvricajo med dela, kl so Poussinu pripisana
(J. Thulllier, 1974, p. 87, kat. B7). V primerjavl s Kavélcevo risbo nas
zanimata oljnl sliki v Chantillyju (sl.35) in risba v Lillu (sl. 34).

¢e primerjamo oljno sliko v Chantillyju in domnevno skico zanjo
v Lillu, bi po kompoziciji, po Stevilu flgur in tudi po detajlih sodeé
pritrdill, da gre za skico in za konéno delo. Med obema pa so Ze na
prvi pogled vendarle vidnl tudl razloéki: tako se na sliki in skici raz-
likujeta lega otroka na tleh, na katerem stoji rabelj, In drza bezece
matere; na skicl je videtl dva otroka na tleh ob desnem robu, ki ju
na oljni sliki ne ugledamo, na oljni sliki pa bezeéo mater z otrokom,
ki je ni na skicl, ter Se eno mater z otrokom, vidno za kamnitno ogra-
jo na levi strani kompozicije, ki je na oljni slikl dodana, na skiel pa
je slikar nl naslikal, itn. — ¢Ce primerjamo katerekoll skice za dela,
ki so bila potem upodobljena v vec¢jih formatih in druglh tehnikah,
vidimo, da se slikarjl niso slepo drzali svojih prvotnih zamisli. O tem
nas lahko pouci tudi Poussinova skica za Salomonovo sodbo v Ecole
Natlonale des Beaux Arts v Parizu in drug primerek v Louvru, konéan
v olju leta 1649 za slikarja Pointela. Tudi tu bi lahko nasteli mnoge
razlotke med obema. — Poussinovo risho Pokola nedolinih otrok
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v Lillu in oljno sliko v Chantillyju bi po vsem tem lahko Se vedno
mirno steli za osnutek in konéno izvedbo, ée ne bi zdaj poznali Se
Kavéicéeve rishe po Poussinovem originalu; vendar po katerem?

Ce primerjamo Poussinovo oljno sliko v Chantillyju in Kavéiéevo
risbo, najdemo na njej natanéno iste razloéke, ki smo jih nateli ob
primerjavi Poussinove skice in oljne slike. Med Kavéicevo risbo in
Poussinovimi dell ostaja tako le ena moznost primerjave: primerjanje
s Poussinovo risbo Pokola nedolinih otrok v Lillu. Po stevilu in drzah
figur in po celotni kompozieiji soglasa Kavéiceva risba s Poussinovo,
ne pa v naé¢inu risarske tehnike. Poussin je v veliki meri uporabljal
frafure in lavure, Kavélé pa v najveéji merl lavure (primerjajmo
sencenje piramide, senéenje arhitekture v ozadju in na levi strani,
halje figur itn.). Kavéi¢ je v ozadju bolj do nadrobnosti izrisal ka-
pitele antiéne stavbe in zoborez. — Po sedanjih izkuinjah o Kavéi-
¢evih kopijah lahko trdimo, da so obrazi figur spet prilagojeni tipu,
ki ga je Kavéié veéno ponavljal. Vprasujemo pa se, kie je Kavéié to
delo prerisoval — v kateri rimskl zbirki? Mar ni lillska risba skica
za neko drugo, danes neznano Poussinovo sliko Pokola nedolinih
otrok? Po sedanjl vednosti ne bi mogll reél, da je Kavélé prerisoval
risbe velikih mojstrov. Tudi ée bl to risbo prerisoval, kje naj bl jo
nasel? Ce je bila po tej kompoziciji napravljena druga, delo nekega
drugega slikarja, kje je ta risba all kopija? Kavéiéeva risba Pokola
nedolénih otrok kaze natanéno isti slikarski naéin lavirane perorisbe,
ki se gpa je Kavéié posluzeval pri vseh risbah po delih raznih moj-
strov, in izdaja posnemanje nekega popolnejsega dela in ne risbe.
Mislim, da nam prav to spopolnejse« Poussinovo delo — brzkone kar
oljna slika — danes manjka v verigi Poussinovih del. Med Poussinovo
risbo v Lillu in med njegovo oljno sliko v Chantillyju je bilo nekoé
fe neko drugo delo — katero in kje? Vsekakor Pokol nedolinih otrok
v obliki, kot nam ga kaze Poussinova risha, ki je danes v Lillu, in kot
nam pga kaze Kavéicéeva risba, shranjena v Narodni galeriji v Ljub-
ljani.

Lit,: Walter Friedliinder: Nicolas Poussin, Die Entwickiung seiner Kunst.
Minchen 1914, pp. 126—127, sl. p. 189; Antony Blunt: Musée du Louvre. Expo-
sition Nicolas Poussin, Paris 1960% p. 149, sl. in kat. 132; Ecalle Martine, Le
sMassacre des innocents« du Petit Palais. Daossier d'un tableau, -v: Nicolas
Poussin. Ouvrage publié sous la direction de André Chastel, Edition de Cen-
tre National de la recherche scientifique. Paris 1960, pp. 248—254; Luigi Sa-
lerno, The picture Gallery of Vincenzo Giustiniani. II, The Inventory. Part 1.
Burlington Magazine 1960, p.101; Jacgues Thuillier: L'opera completa di
Poussin. Classici dell’arte 72. Milano (1974), pp. 87, kat.25, p.105, kat. 162,
p. 113, kat. BT,

24 SV.DRUZINA S 8SV.JANEZOM KRSTNIKOM IN SV. ANO, sl. 40
svinénik, lav. perorisba, bistr, 258 x 19,8 cm,

na kartonu v sredini napis: Scipione Gaetani

Akademlie d. bild. Kiinste, Dunaj, inv. in foto &t. 961

b
Pulzone Scipione, Scipione Gaetano (Gaeta okoll 1550 — Rim 1597),

sl. 39, o. pl,, 135 x 105 em, okoli 1590
Galleria Borghese, Rim, inv. 313
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V inventarju iz leta 1693 je slika pripisana Pulzoneju, nato pa ni ome-
njena vse do fidejkomisnega spiska leta 1833. Avtorstva te slike niso
spremljall posebni dvomi in je obveljalo do danasnjega dne. Kavél-
¢eva risba se z napisom :Scipione Geatani« vriva kot priéa, da je to
avtorstvo veljalo tudl v ¢asu, ko jo je prerisoval in ko slike drugl viri
v 18. stoletju ne omenjajo.

Pri nobenl flgurl Kavélé ni naslikal tankih nimbov. Na Marijinem
obrazu ni dobrodusnega izraza in prav tako tudi na Aninem ne. Je-
zusov obraz je v primer! z orlginalom top.

Lit.: Federico Zeri: Pittura e Controriforma. L'arte senza tempo di Scipione
Gaeta. Torino 1957, pp. 85, 110, sl. 76; Della Pergola II, kat. in sl. 183,

25 MARIJA Z JEZUSOM, sl, 38

svinénik, lav. perorisba, bistr, 26,4 x 18,3 em,

na hrbtni strani napis s peresom in bistrom: Giulio Romano
Narodna galerija, Ljubljana, inv.$t. G 18

Foto: Narodna galerija, Ljubljana, N. 3251

Kopija po Rajffaellu Santiju (Urbino 1483 — Rim 1520)
0.les, 82 x 58 em
Galleria Borghese, Rim, inv. 358

Leta 1693 je slika v inventarju pripisana Mantegnu, V fidejkomisu
iz leta 1833 je pripisana Raffaellovi 3oll. Kavéiéev napis na risbi pa
kaze, da je bila v Kavéiéevem éasu pripisana Raffaellovemu uéencu
Giluliu Romanu. Ikonografsko se naslanja na Raffaellovo Madonno
della Torre (Mackintosh Madonna), ki jo je kopiral tudl Gian Batti-
sta Salvi, im. Sassoferrato in ¢élgar koplja prav tako visi v Gallerli
Borghese (inv, 382). Poleg Sassoferratove kopije so znane tudi 3e dru-
ge. Eno registrirajo v zbirki Albani. Tudi pri tej risbi Kavéié nl zrisal
tankih nimbov. Na Marijinl desni rami je preve¢ gub In ¢eznjo je
naslikal tanéico, ki je na oljni sliki ni videti, pa¢ pa jo je delno zri-
sal npr. Sassoferrato na svoji kopijl. Spodnji del Marijinega rokava
je z gubami bliZnji posnetek oljne slike, kot pa ga je na svoji oljni
kopiji posnel Sassoferrato. Ta je gube svobodneje oblikoval. Kavéié
tudi ni posnel Jezusovega zmrdnjenega obraza in je Jezusove prste
nepopolno zrisal.

Lit.: Della Pergola II, kat in sl 175 (tudi kat. 174, sl. 173); Michele Prisco-
Pierluigi de Vecchi: L'opera completa di Raffaello. Classici dell’arte 6, Mi-
lano (1971)%, p. 104, kat, 86; Luitpold Dussler: Raphael. A Critical Catalogue

of his Pictures, Wall-Paintings and Tapestries. London and New York (1971),
p. 31.

26 MARIJA Z JEZUSOM IN JANEZOM KRSTNIKOM, sl. 41
(Madonna Aldobrandini, Madonna Garvagh)

svinénik, lav. perorisba, bistr, 20 x 17,4 cm,

na kartonu v sredinl napis: Raffaele(?) Sanzio di Urbino
Akademie d. bild. Kiinste, Dunaj, inv. In foto 5t. 1052

Raffaello Santi (Urbino 1483 Rim 1520)

o.les, 38 x 33 cm, okoll 1510
National Gallery, London
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Iz lastnine druzine Aldobrandini je slika presla v last zbirke Borg-
hese. V letih 1800—1801 jo je pridobil Alexander Day. Prinesli so jo
v Anglijo In leta 1818 je presSla v last lorda Garvagha, nato v last
National Gallery v Londonu.

Ramdohr leta 1787 omenja, da to delo izvira iz lasti princa Aldobran-
dinija In Lucrezie d’Este (umrla 1598). Madonna Aldobrandini naj bi
bila ena peterih Raffaellovih Madon, kl so omenjene v Inventarju
Lucrezie d’Este leta 1592, vendar brez natanénih oplsov. Od teh se
najbolj priblizuje londonska, ki jo omenja Manilli v svojem oplsu
Ville Borghese (leta 1650, str.112). Ce sprejmemo misel, da je Kavéléd
kopiral dela v galeriji Borghese po originalih, potem je sliko v éasu
bivanja v Rimu med leti 1781 1787 3¢ mogel posnetl. Nobenega de-
tajla ni, ki bi razkrival, da se je Kavélé bistveno oddaljil od originala,
razen sprememb obrazov in skoraj rellefnega podajanja celotne kom-
poziecije, kar gre na ratéun skanonas slikanja slikarjev, ki so se tedaj
ucéill v Rimu.

Lit,: Luitpold Dussler. Raphael. A Critical Catalogue of his Pictures, Wall-
Paintings and Tapestries. London and New York (1971), pp.26—27 sl 71;
Michele Prisco-Pierluigi de Vecchi: L'opera completa di Raffaello. Classici
dell’arte 6, Milano (1971)% p. 105, kat, 87, Illustrated general ecatalogue, The
National Gallery, London, 1973, p. 592

2T MARIJA Z JEZUSOM, sl. 43

svinénik, lav. perorisba, bistr, 27,4 x 19,5 cm,

na hrbinl strani napis: Bronzino,

na kartonu v sredini: Anglolo Bronzino

Akademie d. bild. Kiinste, Dunaj, inv. In foto it. 957

Rimski mojster michelangelovske smeri

o.les, 112 X 84 cm

Gallerla Borghese, Rim, inv. 393

Slika je imenovana leta 1626 v Inventarju Olimpije Aldobrandini,
1693 je (spet zapisana in) priplsana Andreu del Sartu. Inventar iz
leta 1790 jo atribuira Bronzinu, Piancastelli 1881 prav tako Bronzinu,
pozneje so misll deljene, Della Pergola jo je uvrstila v rimski slikarski
krog. Kavéié sl jo je zapisal kot Bronzinovo delo, kar je v skladu s te-
danjim mnenjem.

Kavéié je zrisal figurl, marsikaj pa je spustil: Marijin pajcolan,
ptiéa na polici, besedilo na listih odprte knjige in trakova pod knjigo.
Risba s svinénlkom na steni levo zadaj, okrog Marijinega nimba, na
kosarl s sadjem, na knjigl itn. kaze v skici zajeto glavno kompozicljo
in lzpuscéanje realisticnih motivov.

Lit.: Della Pergola II, kat. in sl. 144.

28 SV.DRUZINA, sl.44

svinénik, lav. perorisba, bistr, 23,6 = 19,3 em,

na kartonu v sredinl napis: Glorglo Vasari

Akademie d. bild. Kiinste, Dunaj, Inv. in foto 5t. 831

Rimski mojster michelangelovske smeri, sreda 16. stoletja

0.les, 118 ¥ 90 em
Gallerla Borghese, Rim, 392
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Slika je navedena v fidejkomisu iz leta 1833 z imenom Venusti. Atri-
bucijo sta sprejela Venturi in Longhl. Della Pergola je sliko uvrstila
med rimska manieristiéna dela, nastala po Michelangelu. Ime sli-
karja, arhitekta itn. Gilorgia Vasarija kot avtorja tega dela zasledimo
le pri Kavéicéu.

Vse tri figure je Kavéié naslikal brez nimba, gube na zavesi na desni
strani zgoraj je poenostavil in tudi z risbo copka na blazini se ni
dolgo ukvarjal.

Lit.: Della Pergola 11, kat, in sl 146,

29 MARIJA 2 JEZUSOM, SV.JOZEFOM IN JANEZOM KRSTNIKOM,
sl. 42

svinénik, lav. perorisba, bistr, 31,6 x 21 em,

na hrbtni strani napis z bistrom: Sebastiano del Piombo

Narodna galerija, Ljubljana, inv. G 39

Foto: Narodna galerija, Ljubljana, N. 3265

Scarsellino, Ippolito Scarsella (Ferrara 15651 — Ferrara 1620)

o.les, 37T x 26 em
Galleria Borghese, Rim, inv, 222

Slika izvira iz dediiéine Lucrezie d’'Este. Od tod je preila k Aldobran-
dinijem in z Olimpijo Aldobrandini k Borghesejem. Inventar Lucrezie
d’'Este ima leta 1592 kot avtorja zapisanega Mondina Scarsella, Ven-
turl pa je leta 1934 sliko pripisal Ippolitu Scarsellu in enako Della
Pergola. — Le pri Kavéiéu naletimo na avtorja Sebastlana del Plomba.
Nimbi pri posamiénih figurah spet niso nasli ponovitve, poZara v ozad-
ju desno od drevesa niti ne slutimo in prav tako ne odbleskov na
obla¢nem nebu. Risarsko ostro pa je naslikan osel, ki je na originalu
komajda viden. Zadetl tudi niso zivahni obrazi in pogledi.

Lit.; Della Pergola 1, kat, in sl. 113.

30 VENERA PRI KOPELI, sl.49

svinénik, lav. perorisba, bistr, 21,5 x 31,3 cm,

na kartonu pod risbo napis: Fra Sebastiano del Plombo
Akademie d. bild. Kiinste, Dunaj, inv. in foto 5t. 1047

Scarsellino, Ippolito Scarsella (Ferrara 1551 — Ferrara 1620)

o0.pl., 43 x 57 cm
Galleria Borghese, Rim, inv. 219

ze v inventarju iz leta 1693 je slika zapisana kot delo Scarsellina
Ferrara in tako tudi v fidejkomlisu leta 1833. Kavélé je sliko imel za
delo Sebastiana del Plomba in tako so brzkone mislill tudi drugi
v njegovem ¢asu.

Kavéiéeva risba posnema original, vendar brez mikavnosti zarje na
nebu in odbleskov v vodi, brez individualiziranlh obrazov itn.

Lit.: Della Pergola I, kat, in sl 118,
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31 MARIJA Z JEZUSOM, JANEZOM KRSTNIKOM IN SV. ANO,
sl.45

svinénik, lav. perorisba, bistr, 23,4 x 198 cm, sign.

na kartonu v sredini: Pierino del Vaga,

na hrbtni strani v bistru: Pierino del Vagha

Akademie d. bild. Kiinste, Dunaj, inv. in foto 5t. 993

Pierin del Vaga, Piero Buonaccorsi (Firenze 1501 Rim 1547)

o.pl., 139 x 112ecm
Galleria Borghese, Rim, inv. 412

Slika je bila z gotovostjo v Gallerii Borghese ze leta 1693, ko je bila
vpisana v inventar in ko je bil imenovan tudi njen avtor Pierino del
Vaga. Kot Del Vagovo delo jo citirata tudi inventarja iz leta 1700 in
1790 in fidejkomis iz leta 1833. Le A.Venturl jo je leta 1893 pripisal
Domenicu Fettiju, vendar je delo obveljalo kot del Vagova sllka.

Kavéié je na risbi izpustil Jozefove kustrave lase in mu shematiziral
pogled, poleg tega gleda JoZef na risbi v gledalea, na originalu pa
desno navzdol. Opustil je tudi drobno rastlinje, ki poganja na pila-
stru za Jozefovo glavo in na opeénatem zidu. Kot Ze nekajkrat, tudi
tu niso zrisani nimbi; Jezusov obraz je spremenjen v okroglastega.

Lit.: Della Pergola II, kat. in sl 158,

32 ZAROKA SV.EKATARINE SIENSKE, sl.48
svinénik, lav. perorisba, bistr, 21,2 « 17,9 em,

na hrbtni stranl lista napis: incerto

Akademie d. bild. Kiinste, Dunaj, inv. in foto 5t. 1049

Vanni(?) Francesco (Siena 1563 Siena 1610), sl. 47

o.pl., 89 X 67cm
Galleria Borghese, Rim, inv. 62

Opist inventarjev 17. stoletja imajo brikone v mislih pri¢ujoéo sliko,
nadrobneje pa jo omenja inventar iz leta 1693, ki jo pripisuje Andreu
del Sartu. Kavéicu je bil slikar negotov sincerto:, medtem ko fidej-
komis 1z leta 1833 poroéa o Francescu Vanniju. Longhi se je 1928 bolj
nagibal k misli, da gre morda za Ventura Salimbenija. Della Pergola
misli, da gre za mojstra, ki je blizu Francescu Vanniju, ¢e ni to kar
njegovo delo.

Nismo zelo preseneceni, da Kavéié npr. spet ni izrisal Zarkastega nim-
ba okrog Jezusove glave, da ni zaznamoval Katarininih stigm, da je
izpustil kaéo, ki se vije iz kellha Janeza Krstnika, in da je ublazil
sanjave obraze sv. Katarine, Jezusa in Marije. Presenetl nas pa, da
je levo v ozadju naslikal namesto glave sv.Franéiska staréevsko in
bradato glavo, ki bi jo lahko imeli za glavo sv. Jozefa. To veé kot
svobodno spremembo tezko pojasnimo, ker je v taki obliki do zdaj
nikjer nismo sreéali. Razlag za to spremembo bl moglo biti veé¢, a no-
bena ni dokazljiva. Ali je Kaveéié risal po neki spremenjeni predlogi
ali si je to ikonografsko spremembo sam dovolil?

Lit.: Della Pergola II, kat. in sl, 82,
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33 VENERA, AMOR IN SATIR, sl. 46

svinénik, lav. perorisba, bistr, 23,5 x 21,3 cm,

na kartonu v sredini napis: Paolo Veronese
Akademie d. bild. Kiinste, Dunaj, inv. in foto §t. 933

Kopija po Veroneseju, Paolo Caliari, im. Veronese (Verona 1528
Benetke 1588)

0.pl, 115 ¥ 110 em

Galleria Borghese, Rim, inv. 124

Slikar Van Dyck si je za to sliko zapisal, da je Tizianovo delo. Tako
jo nasteva tudi Manilli leta 1650, medtem ko jo inventar iz leta 1693
in fidejkomis iz leta 1833 pripisujeta Paolu Veroneseju. Da je atribu-
cija Veroneseju veljala veé kot sto let, priéa tudi Kavéicev napis pod
risbo. Morelli je leta 1897 mislil, da gre za koplijo Parisa Bordoneja
po Tizianovem originalu. Venturi je v svoji drugl sodbi leta 1933 mi-
glil na Lueca Cambiasa, Longhi pa jo je 1928 imel za delo, ki posnema
beneske klasike in do neke mere tudi Padovanina. Della Pergola
omenja znaéllno veronesejevsko kompozieljo, impostacijo figur in tudi
kolorit, medtem ko so karakteristike kopista te oljne slike v zbirki
Borghese zabrisane. E. Tietze-Conrat je leta 1945 mislila, da gre morda
za roko Damiana Mazza.

Kavéié je na svoji rishl spokvarile Venerin veronesejevski obraz in
zivahen Amorjev pogled je na risbi ostal top. Tudi ob detajlih Vene-
rinih uhanov in biserov se Kavéié ni preveé¢ mudil; goloboma ni na-
slikal érnih lis na perju; med poscdo na poliei in tulcem s puéicami
je na originalu polozen trak, ki ga tu zaznamujejo le sledovi sviné-
nika. Megliéasti oblaki v ozadju so pri Kavéiédu dobill ostre obrise.

Lit.: Della Pergola I, kat. in sl 244; Adrian Gert: Anton van Dyck. Italie-
nisches Skizzenbuch., Wien 1940, sl. 114,

SKLEP

Kolikor danes poznamo Kavélceve risbe po delih starih mojstrov, izvi-
rajo vse |z Akademie der bildenden Kiinste na Dunaju, tudi tiste, ki
Jih zdaj hranil Narodna galerija v Ljubljani. Te je leta 1933 po naku-
pu na Dunaju podaril Narodni galeriji dr. Fran Windischer, Risbe so
nalepljene na kartonasto podlago modre barve in so opremljene z na-
pisl. Tudl na hrbtnih straneh listov so ponekod napisi s svinénikom
ali peresom z bistrom. V misll, da gre pri vseh napisih za Kavéiceve
originalne naplse, nas potrjuje tudi dejstvo, da gre pri marsikaterem
listu za atribucijo slikarju, ki je veljal za avtorja ustrezne Kavéiceve
predloge le v éasu, ko se je Kavélé Solal v Rimu, t. j. v letih 1781 do
1787 (prim. risbo 5t.5, 7, 8, 11, 18, 19, 21, 30).

Objavljene risbe zajemajo priblizno petino Se neobdelanih Kavéiéevih
risb po starih mojstrih. Med sedanjimi jih je kar najve¢ posnetih
po delih iz Gallerie Borghese v Rimu. Med njiml gre za originale, ki
so Se vedno v tej galerijl all pa so jih pozneje iz te zbirke pridobili
za druge galerije (§t.6 in 26 in brzkone tudli 5t.4). Nadalje gre za
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dela iz Gallerie Borghese, za katerimi je zgubljena vsakrina sled
(Mengsov sv. Janez Krstnik, 5t 20). Pri treh delih, ki so z veliko ver-
jetnostjo pripisana Jacopu Bassanu, Annibaleju Carraceiju in Nico-
lasu Poussinu, nam niso znana niti nekdanja niti sedanja nahaja-
liséa (8t.3, 9, 23). Risba po Correggiovi sliki Zaroke sv. Katarine
(§tev. 12) puiéa odprto vprasanje, kateri primerek naj bl Kavéié pre-
risoval — original, eno od kopij ali grafik? — in kje naj bi ga nasel. —
Gaullijeva Smrt sv, Frandifka Hsaverija (5tev.14) spomni, da gre za
sliko znane rimske cerkve, in zdi se, da to ni edini primerek posnetka
slike tudi iz cerkvenih prostorov. Iz slikarjevih risb po antiénih kipih,
reliefih in drugih predmetih vemo, da je Kavcéié prerisoval umetnine
iz pravzaprav vseh pomembnih vil, palaé¢ In zbirk v Rimu in okolicl.
Tam je posnemal tudi vedute. Zdi se resniéno nemogoée, da bi morali
imeti vso to mnozico gradiva za posnetke po predlogah. Neposredno
prerisovanje izpri¢ujejo tudl Kavéiéeva risba in motivi, ki jih ni do-
koné¢al, temveé pustil kakor napol dokonéane (5t.14). Njegove risbe
pa nam dajo tudi vedeti, da je z njimi zajel glavne figure in pred-
mete, in sicer v njihovi masi in z ostrimi obrisi, s katerimi je celo
veékrat pretiraval. Kar so baroéne oljne slike potapljale v meglicaste
oblake, v zarjo in temno ozadje, to je Kavéié natanéno izluséil in
podal v obliki, ki je bila starim mojstrom, zlasti Caravaggliu, Scarsel-
liniju in Guerrieriju tuja. Naturalistiéni in zanrski motivi ga niso
priviaéevall, zato jih je izpuiéal all pa po svoje »olepdale (5.6, 7, 18,
21, 27). Zavihani robovi strgane knjige sv. Hieronima na Caravaggiovi
sliki so pri Kavéiéu postali zravnani, strgani rokavi so zaznamovani
s érto, ki bi jo lahke razlozili tudi kot gubo, nagubani obrazi so
postali gladki itn. — Dovolj samovoljni so tudi Kavéiéevi obrazni tipi:
kar najvetkrat so precej dale¢ od origlnalov, saj jlm je spreminjal
proporce in jim jemal mik Individualnosti. Pogledl so mrtvl, neizra-
ziti in med seboj nepovezanl. Kljub vsemu pa je v vseh teh obrazih
viden slikarjev osebni stil. Ze kar uniformirano je slikal otrodke obra-
ze, Zenske In dekliske, staréevske in mladeniske, in sicer tako, da jih
najdemo tudi na njegovih krajinskih slikah med 3tafaznimi figuramdi,
a ne redko tudi na risbah po antiénih plastikah in tudi na njegovih
samostojnih oljnih slikah. Stevilne vaje in prerisovanja mu niso nu-
dila le priloZnosti da zajame kompozicije, temve¢ so mu naravnost
ponujale vrsto motivov, ki jih je pozneje vkljuéil v svoje velike kom-
pozlcije v oljni tehniki. — Plastiéno modelirane figure starlh moj-
strov — med njimi Se vrste imena Bassano, Caravagglo, Carracel,
Correggio, Damenichino, Gaulli, Mengs, Poussin, Raffael — je splo-
3611 in kar ploskovito upodobil. Tudi tretja dimenzija je zgublla na
veljavi: prostori so plitvi in brez zagonov v ozadje. Glede imenitnosti
imen in veéjih formatov originalnih slik pa menda ni vedno najbolj
eklektiéno izbiral: risal je velike in male slike, dela slavnih in manj
slavnih mojstrov, vsaj kar zadeva Gallerio Borghese.

Risal je s svinénikom, ¢ez to pa z ostrimi peresnimi obrisi in lavurami
v bistru ali sepliji. Zal sta nam znani le dve slikarjevi skicirki, ki za-
jemata celo vrsto slikarjevih risb po predmetih iz Vatikanskega mu-
zeja In Musea Capitolina. Ti skicirkl pricata, da je iste predmete
najprej zrisal s svinénikom in jih s peresom in bistrom obrobil. Ne-
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katere teh plastik all umetnin najdemo e enkrat zrisane in lavirane
na posamicnih listih. Liste je obrobljal z debelejdimi in tanjsimi érta-
mi, jih nalepljal na kartonaste liste in jlh v sredini opremil z napi-
som — vendar ne dosledno.

Jog Garms™ je s polno upraviéenostjo opomnil, da je Kavéié zapustil
skoraj celo biblioteko risb po antiénih plastikah, po delih starih moj-
strov In vrsto krajin in da bi te risbe lahko imeli kar za pripravo
objave corpusov, ki niso bill redkost v takratnem éasu. Risbe so v naj-
vedji meri delane v zelo sorodnih formatih In resniéno kaZejo nek
slstem in urejenost. Brzkone pa so bile te risbe namenjene tudi 3tu-
dentom dunajske akademije, saj je v ohranjenem arhivskem gradivu
govor o posiljki Kavéicevih del iz Rima na dunajsko slikarsko aka-
demijo. S8 kaksSnim navdusenjem so mladl umetniki sprejeli te 3ablo-
nizirane risbe, ki naj bl jih rabile celo kot predloge za njihovo delo,
vemo. Po ostrih debatah s profesorji dunajske akademije je vrsta
mladih slikarjev zapustila Solo in odila v Rim. Enemu dunajskih
uéencev — Sutterju — pa je bilo v posebno zadoiéenje, da je risbe
po delih svojlh profesorjev zazgal

Najsi Kavéiéevo sbarbarsko pridnoste, ki je zapustila stotine risb,
cenimo tako all drugade, bo brzkone le obveljalo: marsikatera Kav-
¢iéeva risba po starih mojstrih bo pomagala {zreéi kakino besedo veé
o historatu starih slik; Kavéiéeve risbe razkrivajo neoklasicistiéni na-
¢in sprejemanja starih slikarskih vrednot, zlasti baroénega éasa; ris-
be dokazujejo nepopustljivost In neutrudnost v risarskih vajah, ki so

# Jorg Garms, Introduzione, — v: Artisti Ausiriaci a Roma del barocco alla
Secessione. Museo di Roma-Palazzo Braschi 1972 (brez pag.).
Po veéletnem zbiranju gradiva o slikarju Kaveéiéu, s katerim sem zadela
Ze leta 1968, sta mi v zadnjem ¢asu s finanénimi sredstvi nudila mozZnost
za sistematiénejse delo Sklad Borisa Kidrice v Ljubljani in Ministero
degli Affari Esteri, Direzione generale per la cooperazione culturale,
seientifica e tecnica v Rimu, za kar se obema naslovoma zahvaljujem. —
Brez moznosti Studija v Bibliotheci Hertziani v Rimu in brez nasvetov in
pomoéi $tevilnih kolegov pa bi bilo moje delo znatno otezkofeno in bi
ostalo marsikaj Se nerazreSeno, Dr. Eduardu A. Safariku, ravnatelju gale-
rije Doria Pamphilj v Rimu, dolgujem zahvalo za prveo vzpodbudo za
objave Kavdicevih risb po delih starih mojstrov in za mnoge dragocene
napotke. Brez Sirokosrénega dovoljenja Akademie der bildenden Kiinste,
da smem Ze leta in leta pregledovali akademijski arhiv, graficno zbirko,
fotografirati Kavéiteva dela in jih zdaj tudi objaviti, bi mi bil studij Kav-
cidevega opusa sploh nemogod, Pri tem so mi ljubeznivo in potrpezljivo
pomagali dr. Wanda Lhotsky, dr. Walter Cerny in direktorica + dr. Marga-
rethe Poch Kalous. Zahvalo dolgujem tudi gospej Hofrat dr. Evi Frodl
Kraft, Institut fiir dsterreichische Kunstforschung des Bundesdenkmal-
amtes, Dunaj, prof.dr. Heinzu Schonyju, Historisches Museum der Stadt
Wien, Dunaj, ravnatelju Cav. Guidu Bradaschiu, Musei Provineiali, Go-
rica, Msgr. Justu Soranzu, Gorica, grofu dr. Guglielmu Coronini Cron-
bergu, Gorica, dr.Gaeetani Scano, Accademia Nazionale di San Lueca,
prof. Christophu W. Clairmontu, Princeton, N.J., prof. Hugh Honourju,
Cammigliano Santa Gemma, dr. Jérgu Garmsu, Osterreichisches Kultur-
institut, Rim, ravnateljici Gallerie Borghese dr. Luciani Ferrara Grassi,
Jacquesu Kuhnmiinchu, Rim, prof. Olivieru Michelu, Ecole francaise de
Rome, Rim, dr. Friedrichu Koblerju, Miinchen, dr. Elisabeth Schritler,
Rim, dr.Steffi in prof. dr. Herwarthu Rittgenu, Goéttingen, Vedno so mi
ljubeznive svetovali tudi dr. Emilijan Ceve, prof.dr. Luc Menafe in prof.
dr. Nace Sumi.
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zaznamovale tudi druge mojstre takratnega ¢asa; dokazujejo Sirok
interes in konéno tudi izobraZenost, ki so jo prav te vaje nudile
slikarjem s spoznavanjem rimske in grike zgodovine, mitologlje, an-
tiéne umetnosti in umetnosti od ¢asa renesanse naprej; in navsezad-
nje te rishe ne bodo pomagale zaokrozati le zgodovinske podobe umet-
nin znanih mojstrov, temveé tudi historiat starih zbirk, posamiénih
antiénih kipov, antiénih in tudi mlajsih objektov in vedut v Rimu,
v okolici Rima, Benetk, Trsta, Vipavske doline (?), Dunaja, Sale-
burga in Passaua. Na oceno éakajo tudi Se Kavéiceve oljne slike in
njegova vloga akademskega uéitelja in umetniSkega nadzornika du-
najske polcelanske manufakture.
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PAINTER FRANC KAVCIC/CAUCIG AND HIS
DRAWINGS OF OLD MASTERPIECES

By Ksenija Rozman, Ljubljana

FRANC KAVCI¢C — THE ARTIST AND HIS LIFE

Information on life and works of the neo-classicist painter Frane
Kavéie (Cauclg) is not entirely lacking. It can be found in a number
of lexica and other publications.! Nevertheless, there are differences
even about the year of his birth and on the day of his death. It has

"I am quoting some of them only:
Hans Rudolph Fiiessli: Annalen der bildenden Kiinste fiir die &isterreichi-
schen Staaten, 1. Th. Wien 1801, pp.110—130; H{ans) H({einrich) Fiissli:
Allgemeines Kiinstlerlexrikon. II, Ziirich 1806, pp. 679—180; Johann Georg
Meusel: Teutsches Kiinstlerlexrikon. 1. Lemgo 1808, pp. 134—135; Pietro
Zani: Enciclopedia Metodica Critico-Ragionata delle Arti. 1. Vol VI, Par-
ma 1820, p. 95; (Franz Grifer und Johan Jacob Heinrich Czikann): Oster-
reichische National-Encyclopidie. I. Wien 1835, p. 488; idem, 23. Bd. (Sup-
plement), p. 392; G(eorg) K(aspar) Nagler: Neues allgemeines Kiinstler-
Lexicon. Miinchen 1835, pp.435, 441—443; Charles Le Blanc: Manuel de
l'omateur d’estampes, I, Paris 1854, p, 228; Carlo Morelli di Schinfeld: Isto-
ria della Contea di Gorizia. III. Gorizia 1855, pp.272—273; Constant von
Wurzbach: Biographisches Lexikon des Kaiserthums Osterreich. Wien 1857,
pp. 312—314; Ivan Kukuljevié¢ Sakcinski: Slovnik wmijetnikah jugoslaven-
skih, II, Zagreb 1858, pp. 148—154; Frant(isek) Lad(islav) Rieger: Slovnik
naucny. II, V Praze 1862, p, 8l; Stef(an) Sirok, Slavni slovenski slikar
France Kavéic. Zora, 1. 1872, .12, pp. 177—179, &L, 13, pp. 192—193; Fran-
cesco di Manzano: Cenni biografici dei letterati ed artisti Friulani del
secolo IV.al XIX. Udine 1885, pp.55—56; Michael Bryan: Dictionary of
Painters and Engravers. Biographical and Critical, I, London 1886, p, 253;
Hans Tietze, Caucig Franc, v: Thieme-Becker. VI. Leipzig 1912, p, 197;
E(mmanuel) Bénezit: Dictionnaire Critique et Documentaire ete. 1. Paris
1924, p, 897; St(eska Viktor), Caucig (Kavéié) FrandiSek, — in: Slovenski
biografski leksikon, 1925—1932 pp.73, 83; Antonio Morassi, Gorizia nella
storia dell'arte, in: Gorizia nella storia, nell’arte, nell’economia, Gorizia
1925, p. 30; Friedrich Noack: Das Deutschtum in Rom. II. Berlin—Leipzig
1927, p.123; Viktor Steska: Slovenska umetnost, I. Slikarstvo. (Prevalje
1927), pp. 169—173; Antonio Morassi, L'arte nel Goriziano, in: Gorizia con
le vallate dell’lsonzo e del Vipacco. Guida del Friuli, (Udine) 1930, pp.
200—201; Josip Regali, O nekaterih slikah Franceta Kavéita (Cauciga) in
nekaj o njegovi rodovini, ZUZ XII 1933, pp. 115—119; France Stelé: Mo-
numenta artis Slovenicae, II. Ljubljana 1938, pp. 17, 29, 30; Rannieri Mario
Cossar: Storia dell’Arte e dell’Artigianato in Gorizia, Pordenone 1948,
pp. T4, 212, 309, 311—314, 332; France Stelé: Slowenski slikarji. Ljubljana
(1949), pp.144—145; Dario de Tuoni, Slikar Frane Kavéié. Razgledi, IV.
Trst 1949, pp. 445—460; Ugo Galetti-Ettore Camesasca: Enciclopedia della
pittura Italiana. (1951), pp. 2439—2440; Guido Manzini, I disegni di Fran-
cesco Caucig nel Museo Provinciale di Gorizia. Con un saggio bibliografico
sul pittore. Firenze 1952, pp. 1—7; Osterreichisches biographisches Lexikon,
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been generally accepted that he died on November 18, 1828, except
for Ferd. Nik. Schmidtler who puts this date to the 17th? More than
one hundred years later, Heinz Schony® confirmed and definitely cor-
rected the date on the strength of the obituary notice in which Bern-
hard Rattmann, Kavéiéd's nephew, annouces the decess of his mater-
nal uncle. According to this notice Kauvéi¢ died on the 17th day of No-
vember, 1828 at half past eleven in the night. In his work, Heinz
Schiny gives documented proof of the trade of Kavéié's father —
he was a taylor — as noted in Kavéié's marriage licence of his wed-
ding with Barbara Haltzinger in 18034

The death register offers the information that the painter died at
the age of 72, which is contrary to the alleged year of birth, 1762,
repeatedly given in the literature. Subtracting Kavéié's given age,
Carl von Liitzow® most probably comes nearest to his birth year —
he puts it to 1756. The primary source, howerer, 1. e. the original bap-
tismal book (reglster), discloses that Ksaver Anton Nikolaj Kavéié
{ Xaverius Antonius Nicolaus Caucig), son of Andrew and Catharine,
was born on the 4th of December 1755.°

Numerous printed sources on Kavéié make possible a brief recapitu-
lation of his life-course. He left his native Gorica (Gorizia) with
a letter of recommendation from Count Guido Cobenzl to his son

1815—1950. Graz—Kodln 1954, pp. 138—139; Luc Menade: Avtoporirei na
Slovenskem. Moderna galerija. Ljubljana 1958, pp. 26, 75—76, 124; France
Stelée: Umetnost v Primorju. Ljubljana 1960, pp. 161—167; Emilijan Ceve:
Slovenska umetnost. Ljubljana 1966, pp. 160, 165: Spelca Copié: Slovensko
slikarstvo. Ljubljana 1966, pp. 72—T74, 234—235 (literature by Melita Stele-
Mozina); Walter Wagner: Die Geschichte der Akademie der bildenden
Kiinste in Wien. N.F.I. (Wien 1967), pp. 57, 62, 81, 91, 94; Heinz Schiny:
Wiener Kiinstler-Ahnen, 1. Wien 1970, p. 136; Luc Menage: Evropski umet-
nostnozgodovinski leksikon. Ljubljana 1971; Artisti Austriaci a Roma dal
Barocco alla Secessione. Museo di Roma Palazzo Braschi, 1972, without
pag., cat. no. 42—61 (text and catalogue: Jorg Garms).

Ferd. Nik. Schmidtler, Vor einem Grabe. Lebenshild. Sonntagsblitter.

No. 34. (Wien) 22. August 1847, p. 434.

3 Heinz Schiny: Wiener-Kiinstler Ahnen, 1. Wien 1970, p. 136, — The author
kindly gave me a copy of obituary. — H. Schény has in the quoted work
excluded data from the Mortuary book of Maria Hilf in Vienna where 18th
November is mentioned as the date of death, — We have to consider that
the relatives witnessed the death, and only later next day was the death
registered in protocol,

1 Matrimonial Boolk, Tom.40, fol 64, Rz 128 p.64, Archive of the Schotien
parish, Vienna; Traungsbuch vom 5ten October 1801 bis 17ten July 1809,
p. 118, Archive of the Alser Vorstadt parish. Vienna.

5 Carl von Liltzow: Geschichte der kais, kiin. Akademie der Bildenden Kiin-
ste. Festschrift des neuen Akademie Gebidudes. Wien 1877, p. 102,

& IX. Liber baptizatorum, spectans Parochiam 5. Hilarii Goritiae, a die 21ma
Martii 1754, usque ad diem 3Imam Decembris 1770, p. 28, Archive of the
Cathedral in Gorizia. — The day of birth is indistinetly recorded, T read
it as 4 December, while the date of christening is written clearly. To the
name Xaverius Antonius etc was later added the name Franciscus. This
postscript is repeated in the later written Repertory of the names of the
christened kept in the same archive Names of all Francises Xaviers were
recorded only as Xavier, Various archive data recording Kavéiéd's age,
names of his parents ete., leave no doubt that the year of birth — 1755 —
is correct. The name of Franc Kaveié is found in the Christening book
only on that date and never before or after,
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Philip In Vvienna, in whom Kavéi¢ found a protector. From Vienna
he went to Bologna and proceeded to Rome, he stayed there from
1781 to 1787, returning again to Vienna. Earlier than March 1793 he
was selected to succeed Hubert Maurer, professor at the Vienna Aeca-
demy. He was sent to Mantua and Venice, where he stayed until 1796,
llving on an Imperial grant. In the years 1796—1798 he was Corrector
of Elements of historical painting, 1799—1820 Professor of Historieal
Painting and 1820—1828 he served as Director of the Vienna Academy
of Painting and Sculpture. In 1808 he was named Inspector of Arts
in the Viennese Porcellain Manufacture. 1823 he become Honorary
Member of the Roman Accademia di San Luca.

The first printed source on Kavéic¢'s work, to our present knowledge,
is a notice in the Roman gazette Giornale delle Belle Arti® It praises
an oil painting, commissioned by Count Philip Cobenzl. Kavéié's pie-
ture represents the meeting of Emperor Joseph II with Pope Pius VI
In Vienna, where it has also been displayed. There is a profusion of
reports on Kavélé during his life-time, referring to numerous works
of the artist, of which to-day we do not know anything. An uknown
observer calls him in 1799 sein Kiinstler von vorziiglichen Talent<™
Goethe in 1805 considers that sCaucig und Schopf waren Mdinner von
Talent, die grosse Fertigheit besassen, aber eben darum die wesenl-
lichsten Theile ihrer Gemdlde etwas vernachldssigtens ;' G. K. Nagler
agalin in 1835: »Der geniale Caucigs' ete. Members of St. Luke's Guild,
on the other hand, and especially Joseph Sutter condemned him with
the rest of the Viennese professors.” These young painters turned
their back in anger and disappointment to the Vienna Academy and
left for Rome.

In contest and in his conversations with them the sculptor Zauner
mentioned a considerable number of Fiiger's Roman sketches and
Kavéié himself boasted about his own diligence which aceording to
him did not allow him to observe a single holyday. The frult of this
sbarbarian diligences: are hundreds of sketehes and washed pen-and-
ink drawing. The works on Kaveic give a summary count of cca 2000
units, They contain studies of anatomy, of fauna and flora, copies of
antigue sculpture, heads and architecture, copies of old masters, hi-
storic and mythological seenes and landseapes. In our century Kav-

T Stato dell’Anime 1781, S. Andrea d. Fratte, Piazza di Spagna; Stato d’ Ani-

me [783-87, S. Andr. d. Fratte, Vic. 8. Isidoro — hoth in the Archivio del

Vieariato, Rome: Friedrich Noack: Das Deutschtum in Rom. 1I. Berlin—

Leipzig 1927, p. 1283,

Op. cit. No, 22 2. 6, 1787, pp. 167—168, 422,

(. 8. r, Nachrichten eines Kunstliebhabers von Wien 1798, in: Meusel Jo-

hann Georg: Neuwe Miscelaneen artistischen Inhalts fiir Kiinstler und

Kunstliebhaber. Neuntes Stiick. Leipzig 1799, p. 104,

i .{g(l}lﬁan Wolfgang Goethe: Winckelmann und sein Jahrhundert. Tiibingen

., p. 320,

" G(eorg) K(aspar) Nagler: Neues allgemeines Kiinstler-Lexicon, . Miin-
chen 1835, p. 435.

2 Ludwig Grote, Aus den Briefen von Josef Sutter an Overbeck und die
Lukasbriider in den Jahren 1810-15, — in: Zeitschrift fiir Kunstgeschichte.
IV. Bd. Berlin—Leipzig 1935, pp. 128, 130.

o= =
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¢i¢'s work attracted Viktor Steska,” Antonio Morassi," and Josip Re-
gall,” who made a special effort to collect from the then still living
Kavéid's direet kin dates on his Slovene extraction, originating on
his father's side allegedly from Volée near Tolmin; Dario de Tuoni,"”
who discovered new information, Guido Manzini," who pointed out
that authors keep repeating well known facts, and leave a number
of questions on Kavéié's artistic opus open. Francé Stelé"™ consldered
Kavéié a »...important personalily, whose real value may be "disco-
vered” at a later time.« Jorg Garms'® selected from hils opus samples
of his Roman drawings, catalogized them and conceded that they
were »di solida qualitd e spesso non privi di interesse, anzi, falora
dotati di un certo spiritos.

Of course, all the old and more recent reports on Kavéié's life and
work had to be verified and I considered it egually necessary to give
a detalled once-over to the so often mentioned Kavcié's drawings,
the perennialy glven number of some two thousand. Perhaps a bet-
ter rounded appraisal of Kavéié's importance will be written in 1978,
when an extensive exhibit of his works is foreseen to remember the
150th aniversary of his death. Let me also mention that after all
Kavélé studied in Rome when the influential and honoured Pompeo
Battonl was passing away, when memory of Raphael Mengs was still
vivid, when Mengs’ brother-in-law, Anton de Maron, was still active,
when Angelica Kauffmann attracted important artists and litterati,
when Winckelmann's teaching carried welght, when J. L. David
showed his »Oath of the Horatiic, when Antonio Canova, with whom
Kavéie kept up correspondence chiseled there his early works, ete.
During his studles in Venice (1791—1796), the Venetian Academy of
Painters made him a member,” in his long years in Vienna his in-
fluence was both positive and negative, but he educated a number
of painters in the old Monarchy, among others the Slovene Matevz
Langus, with whom he spoke in Slovenian.®

There are at least three reasons, which prompt me to start with the
publication of Kavéié's drawings of old master’s paintings: 1. in the
few published works on Kavéié these drawings are only briefly men-

11 St (eska Viktor), Caucig (Kaveéié) Francidek, SBL 1925, p. 73

4 Antonio Morassi, Gorizia nella Storia dell’arte, in: Gorizia nella storia,
nell’arte, nell'economia. Gorizia 1925, p. 30, )

15 J(osip) Regali, O nekaterih slikah Franceta Kavéi¢a (Cauciga) in nekaj
o njegovi rodovini. ZUZ XII, 1933, pp. 115—119.

% Dario de Tuoni, Slikar Franc Kavéié, Razgledi. IV, Trst 1949, pp. 445—460,

17 Guido Manzini, I disegni di Francesco Caucig nel Museo Provinciale di
Gorizia. Con un saggio bibliografico sul pittore. Firenze 1952, pp. 3—1.

¥ France Stelé: Umetnost v Primorju. Ljubljana 1960, p. 167,

% Artisti Austriaei a Roma dal Barocco alla Secessione. Museo di Homa.
Palazzo Braschi 1972, without pag. /before cat. no. 42/ (catalogue: Jorg
Garms).

® Akten 1796, fol 87, Archiv d. Akad. d. Bild. Kiinste, Vienna,

3 Jvan Kukuljevié Sakeinski, Matia Langus. Neven I, No. 6. Zagreb 5. 2. 1852,
p. 88; Ivan Kukuljevié¢ Sakecinski: Slovnik umjeinikah jugoslavenskih IL
Zagreb 1858, p. 151,
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tioned;* 2. although they are done in the same technique and accor-
ding to the same principles (pencll, washed ink-and-pen), they de-
monstrate on the one hand the artist’s eanon of the late 1700's and
on the other characteristics of Kavélé's personal style; 3. the fact
itself, that Kavéié’s drawings of old masters are the least publicized
would not be sufficient to attract my attention, were I not convinced
that exactly these drawings will shed more light on the history of
1f?camous and less famous works, copied by Kavélé during his stay in
ome,

Information that Kavéié lived in Rome in 1781 on Plazza di Spagna
and 1783—1787 in Vicolo di 8. Isidoro is due less to the older litera-
ture and more to the reliable parochial control of »souls« (Stafus
Animarum). The question whether at this time he actually made
drawings of the originals cannot be reliably answered. But we know
from many sources that artists were coming to Rome to copy the
originals and not their copies or models; these could be easily copled
in the academies at home. Besides, we know from the transeripts
of the Accademia di S.Luca that students of this institute had to
copy the sculpture of Antinous in the Museo Capitoline;* otherwise
they could not compete for grants in the third class. Students of
the French Academy in Rome were supposed to copy works of great
masters unceasingly.® The Director of the French Academy in Rome,
Charles Natoire, himself rushed immediatly after arival in Rome to
copy works of Domenichino and Raffael. In the Vatican, in 5. Adrea
della Valle, in Galleria Borghese, Palazzo Doria, Villa Ludovisi ete.
hosts of the syoung crowd« kept copying, relates Jean Locquin, quo-
ting reliable sources” We should add that Kavéi¢ could not escape
drawing of the antigue sculpture of the Capiltoline Antinous elther,
although probably from a east.” Consldering the numerous coples of
various masters and of antigue sculpture that used to exist and still
do exist in Rome it is quite probable that Kavéi¢ followed the ge-
nerally valid rules for studies in Rome. Ivan Kukuljevié — Sakcinski*
specifically mentlons In Kavéié's blography that he copied in the
Galleria Borghese; other authors do not relate it. A payment check
from 1793 proves that Kavélé did plaster casts of the originals in

“ In the Rome exhibition in 1972 Jiorg Garms went deeper in to this question
and exhibited two works: Domenichino's The Hunting of Diana and Put-
toes at Play, unidentified work of the painter Ciro Ferri. On this occasion
he remarked also that Kavei¢ copied several works in the Galleria Bor-
ghese,‘ that he frenquently copied Guercino, Domenichino, Garofalo, Cav.
d'Arpino, Ferrari, Veronese and Titian He added that his copies mean
a drawback since it often concerns less known works or incorrectly labe-
led authors. — compare: Artisti Austriaci a Roma., Rome 1972, eat. 54, 55,
BT pregi delle Belle Arti celebrati in Campidoglio pel solenne concorso
trenuto dell'lnsigne Accademia del Disegno in 8. Luca li 2. Giugno 1783,
Roma, p. VIIL :

Jean Locequin: La Peinture d'Historie en France de 1747 a 1785, Paris 1912,
p. 98.

* o, ¢, pp. 99—100,

* Antinoos, Akademie d. bild. Kiinste, Vienna, inv. . 1408 in 1414,

Stovnik umjetnikah jugoslavenskih. I11. Zagreb 1858, p. 149,

=
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Mantua.” Many of his blographers relate that this was the reason
why he was sent to Mantua® and the bill for the casts confirms the
assumption. There are no specified bills for his copies of old masters'
brought from Rome ete Tens of views sllently disclose how he did
these sketches: on foot, in the sadle, in company, alone.

DRAWINGS OF OLD MASTERPIECES

1 THE ANNUNCIATION, fig.1

Pencll, pen and brown wash, 22 x 32,9 cm, not signed.

Inscribed on the back with penecil: Federigo Barocio, and with brown
ink: Baroci

Narodna galerija, Ljubljana, No. G. 28, photo No. 3258

In the manner: Baroceifo) Federico (Urbino 1528 or 1535 — Urbino
1612), fig. 2

Oil on canvas, 48 » 55 cm, not signed

(GGalleria Borghese, Rome, No. 380

The picture is mentioned in the 1693 Inventory, but no author is
indicated, in 1790 it is attributed to Baroccl, in the 1833 Fideicom-
missum: »in the manner of Barocciz, Longhi ascribes it to a man-
nerist under the iInfluence of Barocei. This last attribution has pre-
valled till now.

Among the works of Barocel, identleal or at least similar pictures to
this one cannot be traced. Kavéié altered a square shape of the pain-
ting into a rectangular one. The dove — Holy Spirit is seen at the
upper edge of the picture, at the bottom the author omitted the
ground. He simplified the background. expanded Into depth, with
washed shadow.

Lit.: Della Pergola 11, cat, and fig. 103; Harald Olsen: Federico Barocei.
Kobenhavn 19627

2 THE ADORATION OF THE SHEPHERDS, fig. 3

Pencil, pen and brown wash, 21.3 x 25,2 cm, not signed.

Inscribed in the center of azure carton ground: Leandro Bassano
Akademie d. bild. Kiinste, Vienna, No. 1013, photo No. 1013

Bassano Jacopo, Jacopo da Ponte (Bassano 1516 — Bassano 1592),
fig. 4

0il on canvas, 76 x 94 cm, not signed.

Galleria Borghese, Rome, No. 26

Already in 1650 Manlilly accords the plcture to the opus of sthe elder
Bassanos«, as does the Inventory of 1693. Arslan thought of it at first
to be an 18th eentury copy of a disappeared pieture of Jac. da Ponte.
Longhl, De Rinaldls and Della Pergola are excluding the possibility
that It be regarded as a copy., and Arslan in 1960 eonfirms the pre-

3 Akten 1793, Fol 24, Archiv d. Akademie d. bild. Kiinste, Vienna.
¥ H. F. Fussli, Kukuljevi¢ Sakeinski, Wurzbach ete,
0 Akten 1798, Fol. 144, Archiv d Akademie d. bild. Kiinste, Vienna.
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vious attribution. Replica of the painting is in the collection Cattaneo
in Milan. Kavéié's attribution to Leandro Bassano is the only one,
no other can be traced. Kavéié copied the original in composition,
but he altered all the faces into his own facial types. This can be
particulary noticed in St.Joseph and the shepherd on the right,
behind the donkey, which is the actual replica of faces from Kavéié's
views. He put the windows inte the building in the center of the
background; the same cannot be seen in the original composition
to-day. The guestion remains whether this is the painter's own addi-
tlon or has it disappeared from the original composition?

Lit.: Della Pergola I, cat. 175, fig. 174; Eduardo Arslan: I Bassano. 1. Milano
(1960), p. 174, 171,

3 THE PRESENTATION IN THE TEMPLE, fig.7

Peneil, pen and brown wash, 20,7 x 27 em, not slgned.

Inscribed in the center of azure carton ground: Jacopo Bassano
Akademie d. bild. Kiinste, Vienna, No. 1027, photo No. 1027

Bassano Jacopo, Jacopo da Ponte (Bassano 1516 — Bassano 1592)
Among Bassanos' works three compositions of the Presentation in the
Temple are known: 1) Jacopo and Francesco da Ponte, Bassano,
Museo Civico, No. 21 (fig.6), from the Cathedral, signed Iac. s. a Pon-
le (Bass. s et Frac. s) Jilius facient MDLXXVII. According to Arslan
it is mostly the work of the son Franeesco (Arslan II, il 219); 2)
Francesco da Ponte, National Gallery, Prague, No. DO 35 (flg.5), sig-
ned: Franc. vs. Bas. vs Fac (replica is in Rouen museum). 3) Leandro
da Ponte, Rosa, parish church, once signed: Leander Bassan Faciebat,
from 1582 (Arslan II, fig. 283).

The format of all three works is upright, but Kavéié's is oblong.
The work of Fr. Bassano in Prague and the common work of Jacopo
and his son Francesco in the museum in Bassano are closest to Kav-
¢i¢'s drawing. It must be a copy of a now unknown work in which
Kavéié possibly altered the format and copled only the central part
of the composition, omitting the upper part, although the picture
from Prague offers a comparison in which the Presentation in the
Temple is also closed by a canopy above Simeon and by views on
a part of architectural space. It is with the Prague composition that
we find most affinities: the posture of the old man Simeon, Jesus
laid on the table, tablecloth with embroidery and fringes, the younger
priest on the right of the old man, candlesticks on the table (in Kav-
¢i¢'s drawing the figure on the left of old man holds the candle).
Joseph's bearing is actually affined with the Kavc¢ié's one, but it is
still eloser to the composition in Bassano. Madonna in a kneeling
position and the heads seen in profile are reminiscent of Madonna
in Bassano. The prophetess Anne is not in the composition in Ba-
ssano, although it is in Kavéid's drawing and in the Prague pleture.
On the left of the Prague composition is also a motif- a man with
straight long hair like a hay stack, detaining himself near an animal
cage- an often repeated motif in the works of Francesco Bassano.
The scene of Mother with Child is also known from the Prague ple-
ture, except that Mother here kneels on the right side and holds
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the kneeling child. In the Kavéié's drawing Mother sits on the left
and holds the Child in her lap. Another well known secene of Jacopo
Bassano can be found in Kavéié's drawing: a lying dog and a young
man seen from behind, in an s:altar-boye tunie. A parallel to both
can be found in Jacopo's signed picture sThe Baptism of St. Lucillas
in the museum in Bassano. An ald in comparison Is also the
kneeling St. Lucilla reminiscent of Madonna in the Kavéié's drawing.

We cannot contradict Kavcié's attribution given in his drawings at
the time when he copied the work of Jacopo Bassano. I would prefer
to complement it, that perhaps also — in to-day unknown works in
original- his son Francesco helped him, as he had done in the pieture
of the same motif for the Cathedral in Bassano.

Lit.: Wendelin Boeheim, Urkunden und Regesten aus der k. k. Hofbibliothek,
— in: Jahrbuch der Kunsthistorischen Samlungen, X, Wien 1889, p. 164,
ne. 51; Edoardo Arslan: I Bassano. I. Milano (1960}, p. 221, 222, 223, I1. pl. 260.

4 THE ADORATION OF CHRIST, fig. 19

Penecll, pen and brown wash, 31 x 21,8 cm, not signed.

Inscribed in the center of azure carton ground: Angiolo Bronzino
Akademie d. bild. Kiinste, Vienna, No. 959, photo No. 959

Bronzino, Agnolo di Cosimo di Mariano (Florence 1503 — Florence
1572)

The picture from Esterhdzy collection is to-day in Szépmiivészeti
Muzeum in Budapest, oil on canvas, 65,3 x 46,7 cm. Traditionally it is
attributed to Bronzino whom Vasari mentions in 1568. The picture
was ordered by Filippo d'Averardo Salviati and has been dated in
1535—1540. A large copy was made for Sta Maria delle Carcerl In
Prato. In 1554 the composition was engraved by Giorgio di Ghisi Man-
tovano. The work was copled several times and reproduced as a gra-
phic work. We cannot say whether Kavéi¢ copied the pleture after
the original (where it came from to Esterhdzy collection?), after
a copy in oll, or after a graphic impression.

Lit.: Arthur K. Me. Comb: Agnolo Bronzino. His life and works. Cambridge.
Massachusetts 1928 p.47, fig. 7; Emiliani Andrea: Il Bronzino. Busto Arsizio

(1960), p.Tab.30; Edi Baccheschi: L'opera completa del Bronzino, Classici
dell’arte 70, Milano 1973, cat. 26,

5 VENUS AND AMOR AT SEA, fig.8

Pencil, pen and brown wash, 25,2 x 20,7 cm, not signed.
Inscribed In the center of azure carton ground: Luca Camblaso
Akademle d.bild. Kiinste, Vienna, No. 988, photo No. 988

Cambiaso Luca (Moneglia 1527 — Madrid 1585), fig. 9

01l on canvas, 106 x 99 em

Galleria Borghese, Rome, No. 123

In the 1893 Inventory of the Borghese Gallery the plcture is attri-
buted to Pomarancio. Kavéié recorded Camblaso as the author. Ga-
llery’s Inventory of 1790 corresponds with 1t. This attrlbution had not
changed till nowadays. A similar composition, although executed in
a drawing and in a varlation, is in Uffizi, No. 13830.
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Lit.: Della Pergola I, cat. and [lig. 128; Suida Manning Bertina & William
Suida: Luca Cambigso, la vita e le opere. Milan: Ceschina (1958), p. 147,
fig. 75, IL.

6 CHRIST IN EMMAUS, fig.10

Penceil, pen and brown wash, 20,6 < 31 cm, not signed.
Inscribed on the back: Michelangiolo and Michel Angelo
da Carvagio(!),

in the center of azure carton ground: Michelangelo
Akademie d. bild. Kiinste, Vienna, No. 1034, photo No. 1034

Caravaggio, Michelangelo Merisi (Caravaggio 1573 — Porto d'Ercole)

Oil on eanvas, 139 x 195 cm, about 1596—1598
National Gallery, London

It is assumed that Baglione refers to this picture in 1642 when he
speaks of pietures for Ciriaco Mattel =a cui il Caravaggio avea dipinto
un S.Giovan Batlista e quando nostro Signore ando in Emaus...z
EBellori mentions the same subject matter in 1672 among pictures of
the cardinal Scipio Borghese. The picture remained in this Collection
till 1798 when it was aecquired by Lord Vernon. He donated it in 1839
to the National Gallery in London. Galleria Brera in Milan has a
pleture of the same iconographic subject-matter, ordered by marquis
Patrizlj, as reported by Bellori in 1672. He mentions Christ with two
apostles, in the background a host with a cap and a wife bringing
food on the table. Although we are familiar with Kavéié's drawings
of the exteriors of Villa Patrizj (Akademie d.bild. Kiinste, No. 1225,
1304, Narodna galerija, Ljubljana No.G.71), and are with regard to
the Caravaggio's picture in Brera, which is supposed to have origina-
ted from Collection Patrizj, still some gquestions unanswered,” Kav-
¢l¢'s drawing must be a copy after the picture that was once in Galle-
ria Borghese: his drawing is a precise copy of figural composition and
of detalls of the pieture In Galleria Borghese. But the attraction of
Caravagglo's chiaro-scuro and naturalism is obliterated. Dark shadow
protruding from the left s now presented in an unbroken darker
stain, shadow behind the Christ's head he painted on the right side
only, he pald no speclal attention to the frowned forehead of the
pupil raising from the chalr, and neither did to the torn sleeve of
the same apostle — he marked it with two contours only. If we were
not familiar with the original we wouldn't be in a position to know
the meaning of these two contours. He was gquick with the folded
and enlightened part of the white apostle’s robe at the right side of
the table — to him he also took away the glow of light. The last
evidence that Kavéié had copled the picture while it was still in
Borghese collection is the time of his stay in Rome. He left Rome in
1787 when the picture was still in this gallery.

Lit.: Renato Guttuso-Angelo Ottino della Chiesa: L'opera completa del Cara-

vaggio. Classici dell’arte 6. Milano 197_1,:' p. 82, 101, cat. and fig 37, XIX—XXII,
cat. 68; XV, settimana dei Musei Italiani. Rome. Palazzo Barberini, ottobre-

3 Aeqguisti 1970—1972, Galleria Nazionale d'arte antica, XV. seltimana dei

Musei Italiani. Roma, Palazzo Barberini, Ottobre—Novembre 1972 cat. 5,
pp. 24, 26 (text cat. no. 5 written by Eduard A. Safarik).
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nove, bre 1972 (cat Itale Faldi and Eduard Safarik), p.24, 26; Illustrated
general catalogue. The National Gallery, London 1973, p. 99,

7 ST. JEROME, fig. 11

Peneil, pen and brown wash, 22,7 x 28,7, not signed. Inscribed in the
center of azure earton ground: Spagnoleto, on the back Kavéié's pen
and brown wash drawing after Raffaelo’s painting The Entombment.
Narodna galerija, Ljubljana, No. G. 30, photo No. 3260.

Caravaggio, Michelangelo Merisi (Caravaggio 1573 — Porto d’Ercole
1610)

Oll on cavans, 112 x 157 cm, about 1605/1606

Galleria Borghese, Rome, No. 56

Bellori mentions that Caravaggio made this painting for ecardinal
Seipione Borghese. Also Manilli and 1693 Inventory ascribe it to Cara-
vaggio, while 1790 Inventory, the same as Kavélé, attributes it to
Spagnoletto (sec. Jusepe de Ribera called lo Spagnoletto). Thus is re-
corded also in the list of 1833 Fideicommissum and in this century,
while some ascribe it to Caravaggio (L. Venturi, E. Modigliani, Voss,
Longhi, De Rinaldis, Mahon, Hinks, Friedlinder) and others not. On
the occasion of exhibition of Caravaggio’s works in 1951 in Milan
the question about the authorship was again initiated. The work is
still attributed to him and is placed in time of the artist’'s stay in
Rome 1605/1606. Also St.Jerome that was once In Palazzo del Quiri-
nale and is to-day in Vatican, had been once attributed to Ribero's
opus. This one too has been now aserlbed to Caravagglo's clrele®

This time again Kavéié was not interested in Caravagglo’s naturalism
(like in the drawing Christ in Emaus): in Caravaggio’s painting a
torn and turned up cover of an old book lying on the left edge of
the table is depicted. Kavcéié did not copy this motif but had depicted
even and undamaged book cover. He neither copied the emphasized
protruding collar bone of St. Jerome. The emphasized dark and light
background Kavci¢ softened with wash.

Lit.: Della Pergola II, eat, and fig. 115; Renato Guttuso-Angela Ottino della

Chiesa: L'opera completa del Caravaggio, Classici dell’arte 6, Milano (1973%),
cat, and fig, 62, Tabh, XLV,

8§ BOLOMON'S VERDICT, fig. 12

Pencil, pen and brown wash, 21,5 x 28,2 cm, not signed. Inseribed in
the center of azure carton ground: Guercino da Cento

Akad. d. bild. Kiinste, Vienna, No, 970, photo No. 970

The unknown follower of Caravaggio, Master of the judgement of
Solomon, 17th century, fig. 13

Oil on canvas, 158 x 200 em

Galleria Borghese, Rome, No. 33

The Inventory of the Gallery from 1693 mentions the picture as the
work of the painter Glovanni Lanfranco, the Inventory of 1700 men-
tions the author Guercino. Kavéié recorded this attribution (in

3 Guglielmo Briganti: Il palazzo del Quirinale. (Roma 1962), p. 55.
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1781/1787), while the Inventory of 1790 ascribes it to Passignano (Do-
menico). The latter attribution prevails in the 1833 Fideicommissum
and later, until Longhi proposes the attribution to Orazio Gentileschi,
to a French painter Guy Francois, then to Valentin and finally to
an unknown follower of Caravaggio with a more precise appellation
“The Master of the Solomon's Verdict”. This last nomenclature of
the unknown author, which was attributed to a French group of
Caravaggio’s followers, was confirmed at the exibition in Rome In
1973 with the title I Caravaggeschi Francesi.

Kaveéi¢é copied a composition of Salomon’s Verdict. As has been the
case with all his drawings-copies, he again had not copied facial
types: compare the typleal figure of the youth on the right, whose
posture and the hairstyle are direct signature of the Master of The
Solomon’s Verdict. In Kavéié's picture the face is contoured only,
it is rather a face from the repertory of Kavéid's faces and not from
the repertory of faces of the painter whom he copled.

Although on one side we have an original in oil painting and on the
other side a copy in wash (made after original or some other version)
there are characteristical signs specific not only of Kavéic¢ but of a
whole school at that time. They followed the principles of Mengs'
painting school, Winckelmann's theories and ldeals of neoclassiclstic
direction. In vain we search in works of that time a plasticly painted
frowned forehead with deep wrinkles, rough hands, variety of facial
types originating in the sireet or in the neighborhood, and small
naturalistic scenes from everyday’s life. Thus also wrinkles on Solo-
mon's face, on hands, on legs of the youth on the right of the com-
position are not copied. Neither is reproduced a frowned face of the
child lying on the floor, nor has the spacial depth of the composition
built also by light and shadow been imitated. He had converted every-
thing into relief dominated by figural composition captured by sharp
contours. All that was in accordance with the principles of classicistic
drawing. Further comparison of the original and Kavéiéd's drawing
shows us that Kavcéié didn’t reproduce the pronged erown of Solomon,
that he didn’t delineate precisely the pattern of acanthus leaves on
the throne, the laces on executioner’'s sandals, the laces on the feet
of the youth on the right ete. Kavéié had not limited himself in his
Solomon’s Verdict to the drawing of iconographic motif only. His
drawings are actually the studies for an independent composition of
Solomon’s Verdiet which is to-day in the posession of the Narodna
galerija, Ljubljana. Among his studies we can find e.g.a face of the
executioner, a child held by the executioner and several others stu-
dies,® used later for an independent composition of the largest oil
painting known to us to-day.”

Lit.: Della Pergola II, cat. and fig. 119; I Caravaggeschi Francesi. Accademia
di Francia. Villa Medici. Rome 1973-T4 (preface: Jacques Thuillier, cat.:
Arnauld Brejon de Lavargnée & Jean-Pierre Guzin), p. 4, 42, 51—65, 116, 123,
226, 228, fig. 12,

2 Akademie d. bild, Kiinste, Vienna, no. 1213, 1370, 1429, 1439, 1454,
* 0il on canvas, 243 x 340 cm, not signed.
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9 CHRIST IN GLORY WITH THE SAINTS, fig. 14

Pencil, pen and brown wash, 28,8 x 30,5 cm, not signed. Inseribed in
the center of azure carton ground: Caraccl

Akademie d, bild. Kiinste, Vienna, No. 951, photo No. 951

Carracci Annibale (Bologne 1560 — Rome 1609)

The pen drawing Christ in Glory (Musée des Beaux Arts, Lille), fig. 15
is supposed to be a study for the upper part of the composition in
oll with the same title in Gallery in Palazzo Pittl In Florence. In its
upper part the oil painting represents Christ in glory with St. Peter
and St. John Evangelist, and in its lower part on the left Mary Magda-
lene and Hermenogilde, on the right St. Edward of England and the
donor Odoardo Farnese, Before 1698 the picture was in the collection
of Ferdinando de'Medicl.

In 1905/1906 H. Tietze already established differences between the
pen-drawing and the oil painting: putti are slightly modified, St. John
Ev.and St. Peter are looking up in the heavenly sphere, while St. John
Ev. in the oil painting looks down upon earth. The most typical
difference is in the Christ’s body — the drawing shows a muscular
body while in the oil painting it is the body of a gentle youth ete.
Voss quotes oil painting and calls it a characteristic work of the
transition with Correggio in colour, while in composition he sees an
inspiration with Roman monumentality. Regarding the sketch he is
of an opinion that the group with the donor is still missing and the
looks are turned upwards. The sloping posture of the body does not
project in the oil painting, while in the drawing it is delineated
shortened. None of the authors mentions that the drawing is cur-
tailed on both sides and that the format of the sketch is of a penda-
tive shape. We can add some other characteristics of the drawing
which the upper part of the oil painting has not: between St. Peter
and the angel on the left of Christ there is no cloud (it is in the oil
painting), Christ's left foot is showing from the robe (in the palnting
the right one is also), and a part of the drapery on the left knee is
folded otherwise than in the oil painting. St. John the Ev. shows left
foot only, in the picture also the right one, St.John's robe Is more
affluently folded than in the oil palnting; the cherub floats under
the cloud under Christ, while in the painting he 1s not seen. But when
we compare Kavélé's drawing with Carracel's pen-drawing we can
establish that Kavélé copled the entire composition of pen drawing
with all details including the segmental curtailing. As it is the case
with all other Kavéié's reproductions the change of facial types is
noticed immediately.

Kaveiéc modified them in his own types (long faces he depleted
shorter and flat). — The question remains, did Kavéié copy this
drawing or some other more complete work-frescoe oil or sketch?
H. Tletze had emphasized the strength of Christ's body In Carracei’s
drawing, while Voss emphasized greater scorzo than in the oil pain-
ting. In comparison with Kavéid's drawing the format is also evident,
which Kavéié repeats It and which doesn't alm at the study for ofl
painting of upright, oblong format, but sooner at the study for
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a mural painting or a wall painting itself, which can accomodate
to the architecture- the vault. »The study of ancient art, Raffaelo
and Michelangelo's works showed him weak sides of his drawing and
thus as a mature master he becomes a pupil againe¢, quotes Tietze™
for time when A.Carracei came to create in Rome. The question
whether Carracel's pen drawing is indeed a study for the oil painting
of Odoardo Farnese, to-day In Pallazzo Pitti, remains to be answered.
Did Annibale Carraccl only repeat the known upper part of the Christ
in Glory, monumentalize it and prepared it for an independent com-
position no more known to-day, or was it perhaps never executed?
Again we ask: where did Kavéié execute this drawing and what did
he use for a model: Carracci’'s pen drawing, which in my opinion is
less probable, or some larger study or cartoon, or something else yet?

Lit.: Hansg Tietze, Annibale Carraccis Galerie im Palazzo Farnese und seine
romische Werkstatte, Jahrbuch der Kunsthistorischen Sammlungen. Bd. 26,
Vienna 1906/07, p.63—65, fig. 1, 7, Hermann Voss: Die Malerei des Barock
in Rome, Berlin (1924), p.498, fig. p. 178; Donald Posner: Annibale Carracci.
Vol.2, (London 1971), p. 45, fig. 103 b,

10 THE RAPE OF EUROPA, fig. 20

Pencil, pen and brown wash, 30,8 x 21,7 cm, not signed.
Inscribed in the center of azure carton ground: d’Arpino
Akademie d. bild. Kiinste, Vienna, No. 963, photo No. 963

Cesari Guiseppe, 1l Cavalier d'Arpino (Arpino 1568 — Rome 164[}),

oil on wood, 57 X 45 cm, not signed, after 1602/03

Galleria Borghese, Rome, No. 378

The origin of the picture is not known. It was most probably pur-
chased directly. For the first time it is mentioned in 1650 (Manllli)
in the Gallery's collection, and from then on it was always attributed
to Cesari. H. Rottgen places it among the painter's mythologic-erotic
works executed after 1602/03.

Kavéié's copy reproduces the original without any great modifica-
tions. Only faces are again merely sketched and have lost the cha-
racteristical contours of Cesari's types.

Lit: Della Pergola 11, cat. and fig. 88; Herwarth Rittgen: Il Cavalier d"Arpi-
no, Rome, Palazzo Venezia 1973, p. 112, fig. 34.

11 ST.JOHN THE BAPTIST, fig. 17

Penelil, pen and brown wash, 27,5 x 20,3 em, not signed.

Inseribed in the center of azure carton ground: d'Arpino

Akademie d. bild. Kiinste, Vienna, No. 954, photo No. 954

Cesari Guiseppe, Il Cavalier d'Arpino (Arpino 1568 — Rome 1640)
01l on schist, 33 x 26 cm, not signed before 1607

Galleria BOI‘ghESET Rome, No. 229

The picture probably came into collection together with other works

that were confiscated in d'Arpino’'s workshop by the fiseal of the
pope Paul V, and which were with the Pope's letter (breve) given

¥ Hans Tietze, Annibale Carracis Galerie im Palazzo Farnese und seine
romische Werkstiitte. Jahrbuch der kunsthistorischen Sammlungen. Bg. 26,
Wien 18906-07, p. 65,
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to the collection of cardinal Scipio Borghese. Manilli in 1650 attri-
butes the picture to :Cavallere Guidottic. Inventory of 1693 the pie-
ture only deseribes and mentions number 170, which is still visible
to-day. 1872 Inventory aseribes it to the opus of Bologne school. In
1828 Longhi aseribes it to Cavalier d'Arpino and della Pergola, ranges
it among works executed before 1607, the time of confiscation.
During his stay in Rome (1781—1787) Kavélé recorded the author
Cavalier d'Arpino. We can assume that this attribution prevailed in
his time.

Lit.: Della Pergola II, cat. and fig. 89.

12 THE BETROTHAL OF ST.CATHERINE, fig.29

Pencil, pen and brown wash, 26,3 x 21 cm, not signed.
Inseribed in the center of azure carton ground: il Correggio
Akademie d. bild. Kiinste, Vienna, No. 968, photo No. 963

Correggio, Antonio Allegri (Correggio abou! 1489 — Corregglo 1534)
In 1734 the best known work of Corregegio with this title came from
Collection Farnese in Parma, in Naples, in the museum Capodimonte.
Corrado Ricei quotes that he saw at least twenty copies in public
galleries and many in private collections that were called originals;
Ricei further mentlons that after attributions made by some autho-
rities, the original is consldered to be the picture in the possession
of the Fabrizi family in Rome. The picture in the Eremitage and in
the Barberini Gallery is also considered to be an original. But in his
opinion the original is the picture in Naples. His opinion prevalled
till to-day. Ricel also cites an engraving made after that work: in
1620 engraved by G. B. Mercati after a copy In the possession of Lella
Guldaccioni, while a copy of Antonio Zaballl from Naples was in 1781
engraved after the original in Naples. The third version made hy
Moette reproduces the composition from Naples and cites the inscrip-
tion that was supposed to be on the back of the original.

Kavéié's drawing reproduces the original composition. He had pro-
bably made it after some copy in Rome, perhaps in the Barberini
Gallery where he obviously used to copy plastics and paintings.

Lit.: Corrade Ricci: Correggio. (Rome 1920), p 36, 140, fig. XLI; Alberto
Bevilacqua- A(ugusta) G(hidiglia) Quintavalle: L'opera completa del Cor-
reggio. Classici dell'arte 41. Milan (1970), cat. and fig, 40, XIII,

13 THE SYEIL, fig.21

Peneil, pen and brown wash, 28,1 x 20,3 em, not signed.
Inscribed in the center of azure carton ground: Domenichino
Akademie d. bild. Klinste, Vienna, No. 966, photo No. 966

Domenichino, Domenico Zampieri (Bologne 1581 — Naples 1641),

fig. 22

Oil on canvas, 123 x 94 cm, year 1617

Galleria Borghese, Rome, No. 35

The work was purchased from the artist in 1617 by cardinal Scipione
Borghese for his collection. Domenichino’s Sybil is mentioned in the
bill of the framemaker and the gullder. Bellor! too has a record of
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it in 1627, while Manilli mentions a Muse, the Inventory of 1700
St. Cecily, the Inventory of 1790 a Music. A somehow altered replica
is in Wallace Collection in London. It was bought in 1848 by lord
Hertford and is perhaps originating from Casa Ratta in Bologne
where the artist Reynolds saw it. A study for the painting is in the
Collection Von Hadeln in Florence. Marcueel and Fontana made
engravings after the oil painting in 18th ecentury. Affined composition
of a Sybil {s known to be in the Galleria Capitolina in Rome. However,
this Sybil doesn't have an instrument, and on the left of the com-
position is a curtain instead of vine leaves.

Kavéié's drawing is a copy of the original in the Galleria Borghese.
This time Kavéié did not copy the lively, parted lips, exact proportion
of the face and upturned look either- In his drawing the Sybil apa-
theticly looks sideways. Her shawl neither has the brocade pattern.

Lit.: Della Pergola I, cat. 32, fig. 31; Evelina Borea: Domenichino. (Florence
1965), cat. and fig. 60,

14 THE DEATH OF ST.FRANCIS XAVIER, fig. 23
Pencil, pen and brown wash, 30,2 x 20,9 em, not signed.
Inseribed in the center of azure carton ground: Gaulli
Akademie d. bild. Kiinste, Vienna, No. 1002, photo No. 1002

Gaulli Giovanni Battista, called Bacicio (Genova 1639 — Rome 1705),
fig. 24

01l on ecanvas, 271 x 182 cm, year 1676
3. Andrea al Quirinale, Rome

The picture is dated with a bill issued on 20 July 1676. B. Fariat
engraved it (a specimen in Gabinetto Nazionale delle Stampe, Rome,
No. 53.064) and the impressions had spread this motif over Europe
and Latin America.

This drawing also shows Kavéld's Intentlon In copying old masters:
with drawing and contourlng he wished to learn the composition and
along with this exerclse to emphaslze the main figure, 1. e. St. Fran-
cis and the group of angels on the clouds, while the arriving group
of people in the background he left unfinished: they wear no clothes
though they are in the same motion as in the original. He neither
delayed himself with the plants next to the jug, he merely contoured
them. He neither copled a pathetic face of the dying saint and vivid
looks of the angels had benumbed under his pen and brush.

Lit.: Robert Enggass: The Painting of Baciceio Giovanni Battista Gaulli
1630—1709. Pennsylvania 1964, p.25—26, 141, fig. 35; Giulio Giachi-Guglielmo

Matthiae: S. Andrea al Quirinale. Le Chiese di Roma illustrate. N. 107. Rome
(1969), p.51—52, fig. 15,

15 LOT AND HIS DAUGHTERS, fig. 25

Pencil, pen and brown wash, 20,8 < 26,1 cm, not signed.
Inseribed in the center of azure carton ground: G. Honthorst
Akademie d. bild, Kiinste, Vienna, No. 994, photo No. 994

Guerrieri Giovanni Francesco (Fossombrone 1589 — Pesaro 1659)
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Oil on canvas, 143 x 165 cm, year 1617
Galleria Borghese, Rome, No. 45

The painting was made as a sopraport for Marcantonio Borghese in
1617, for the room in Palazzo di Campo Marzlo. Manilli already doesn't
know the real author and delivers a name of Archito Riecel, the 1693
Inventory Franciabiglo, the Inventory from the end of 18th century
speaks about an anonymous master. F. W. B. Ramdohr and the 1790
Inventory mention as the author Gherardo delle Notti. This attri-
bution had prevailed in 19th century while in 20th century some others
have been suggested. Andrea Emiliani refers again to Guerrieri as
the author. Della Pergola returns it the name basing it on archive
data and the comparison with other works. Kavcéi¢ employs the name
that prevalled in his time- Gherardo delle Notti- and as Della Per-
gola quotes: »...il nome che trionfa in questo momento per ogni
opera notlurna.«

As was the case with the drawings after Caravaggio, Kavéi¢ here too
had lost the charm of light and shadow made to play: the bottle
of vine ls with Kavélé illuminated all over, with Guerriero only
a small reflection is marked; Lot's crossed right leg is lighter with
Kavéié than in the original; or Lot's face, exposed chest ete. Instead
of narrow faces of the daughters there are now round and short
ones. As in the case of Domenichino's Sybil Kavéié had neither this
time repeated the pattern on the drapery of the left daughter.

Lit.: Andrea Emiliani: Giovan Francesco Guerrieri da Fossombrone. (Urbino

1958), p.106 (introduction by Rodelfo Pallucchini); Della Pergola II, cat.
and fig, 134,

16 ST. ROCHUS, fig. 26

Pencll, pen and brown wash, 18,3 x 29,7 cm, not signed.
Inseribed in the center of azure carton ground: Cavedoni
Akademie d. bild. Kiinste, Vienna, No, 991, photo No. 991

Guerrieri Giovanni Francesco (Fossombrone 1589 Pesaro 1689)

Oll on canvas, 106 x 180 em, not signed, year 1617

Galleria Borghese, Rome, No. 69

The plcture was made in 1617 by Guerrierl as a sopraport for Mar-
cantonlo Borghese for the Borghese palace on Campo Marzio. It must
had been here rather a long time, still Manilli doesn’'t mention it in
the Inventory of the Villa. In 1700 Montelatiel records it as a picture
made In esteemed manner. The Inventory of 1790 cites it as a work
of Bolognese school, the Fideicommissum of 1833, Plancastelll and
Venturi Catalogue of 1893 as Carracci’s work, ete. In 20th eentury
various names have ranged. Guerrieri as the author is recorded by
Emlliani in 1958, and by Della Pergola in 1959 based on the data in
archives and on comparison with other works of the same author.
Only Kavélé had recorded as the author Glacomo Cavedoni. Kavéié's
drawing is a copy of the original, though agaln he did not pay atten-
tlon to details in still life objects in the left corner of the picture.
Some objects he drew in detall while In the original the same dissolve
into the dark background.
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Lit.: Andrea Emiliani: Giovan Francesco Guerrieri da Fossombrone. (Urbino
1958), p. 106 (preface by Rodolfo Pallucchini); Della Pergola II, cat. and fig.
135.

17 JOSEPH AND POTIPHAR'S WIFE, [ig. 27

Pencil, pen and brown wash, 21,8 x 32,3 cm, not signed.

Inscribed in the center of azure carton ground: Glovannl Lanfranco
Akademie d. bild. Kiinste, Vienna, No. 1028, photo No. 1026

Lanfranco Giovanni (Parma 1582 — Rome 1647), fig. 28

01l on eanvas, 101 x 157 em

Galleria Borghese, Rome, No. 67

The pieture was registered under that name in all inventories of
Borghese Gallery from 1693 on. Kavéié had copied the painting in
detall, but the faces he contoured only. On the left slde of the dra-
wing we see a candlestick which is not seen in the original to-day.
Is this Kavéié's own addition or is this detail hidden under the pre-
sent dark brown background? If we compare the leg of the bed with
the one of the candlestick we find a similar style of palnting and
modelling in both: furniture and candlestick. Had Kavélé adapted
to the manner of painting the objects In the original and had he
added this motif himself? Was there perhaps another presentation
in between? Do we see to-day in the original in Borghese Gallery
everything that was seen once?

Lit.: Della Pergola I, cat. and fig. 88,

18 ANDROMEDA SAVED BY PERSEUS, fig. 18

Pencil, pen and brown wash, 30,1 x 20,3 em, not signed.
Inseribed in the center of azure carton ground: d'Arpino
Akademie d. bild. Kiinste, Vienna, No. 1017, photo No. 1017

Manetti Rutilio (Siena 1571 — Siena 1639)

Oil on canvas, 177 x 120 em
Galleria Borghese, Rome, No. 527

In the Gallery's 1693 Inventory the picture was attributed to Anni-
bale Carracl. Ramdohr places it in 1787, among the works of Cavalier
d'Arpino and thus does also the 1790 Gallery's Inventory, Fidelcomis-
sum of 1833 ete. In 1932 Voss establishes Manetti's authorship on the
basis of Bernardino Capitelll’s engraving. During the stay of Franc
Kavéié in Rome it was attributed to d’Arpino. The same was con-
firmed by Ramdohr's publication of 1787 and Kavéié's inscription on
the carton ground of the drawing. D'Arpino’s versions of Perseus
saving Andromeda are presenting a standing Andromeda chained on
rocks, a landscape with a town In the background and Perseus arri-
ving on a horse from the sky (versions in Bologne, Vienna and New
York). Judging by the motlf of the background which has no shore,
with a town in a distance and shells scattered before Andromeda,
the Andromeda in Musée des Beaux Arts in Dijon, the work of Carlo
Saraceni, is closer to Manetti's Andromeda, although Andromeda here
too is in standing position. Kavéile did not draw ships in the horizon
and the blast emerging from the sea monster he omitted. Andromeda
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is not pathetically seeking with her look the rescuer coming from
the sky. Instead she stares bluntly in front of her. Her face is not
so fine as it is in Manetti's picture; it is flat and more rounded.
Regarding both, Capitelli's engraving and Kavéié's copy we may say
that the author of the graphic work allowed himself more freedom
than did Kavéié: he placed Andromeda's left hand on the lap (in
the original and in Kavéié's copy it lays on the rock); in the engra-
ving Andromeda’s hair drop in one piece before her ear (it is not so
in the original and in Kavéié's drawing); the first ship has no sails
(It has sails in the original and the same is in Kav¢ié's drawing),
Perseus does not appear in the engraving and the artist shaped the
clouds in his own way (Kavéié contoured Perseus and clouds simi-
larly as had Manetti).

Lit: Hermann Voss: L'opera giovanile di Rutilio Manetii, in: La wvita Arti-
stica. III, 2, 1932, p.57—62, 68, fig. p. 58 and 59; Della Pergola II, cat, and [ig.
52, — Anna Ottani: Carlo Saraceni. Milan, Spagnol 1968 cat. 11, fig. 39 and

I.; Herwarth Rittgen: Il Caralier d'Arpino. Rome, Palazzo Venezia 1973,
p. 78—T9, cat. 10, p. 110, cat. 32.

19 THREE GRACES, fig. 31

Pencil, pen and brown wash, 31,7 x 20,4 cm, not signed. Inscribed in
the center of azure carton ground: Cavaller Vanni

Akademie d. bild. Kiinste, Vienna, No. 930, photo No. 930

MANETT! Rutilio (Slena 1571 — Siena 1639)

Oil on canvas, 33 x 38 cm.
Galleria Borghese, Rome, No. 527

The picture probably originates from the confiscated pictures of Ca-
vallero d’Arpino. More precise description of the picture which allows
conclusions, is in the 1693 Inventory, attributed to Annibale Carracel.
In 1786 Della Valle the attribution is made to Francesco Vanni, the
Inventory of 1790 ascribes it to Domenichino, the Fideicommissum
of 1833 mentions again the name of Francesco Vannl. This attribution
prevailed till the attribution to Rutilio Manetti given by Voss.

Kavéié's attribution to Francesco Vanni s in accordance with attri-
butions prior to 1790 Inventory and it corresponds with the painter’'s
stay in Rome in the eighties of 18th century. Kaveéié copied the cen-
tral part of the composition only, while he omitted the flying Amor
on the left and the landscape in the background and the sleeping
Amor on the right. He copied the bearing of the figures and the de-
tails of the figural composition. Still, he did not capture the attrac-
tiveness of line faces. Especially around the eyes he merely contoured
them, using dark wash. He did not copy the landscape with its narrow
trunks, visible between the left and the middle Graece, but filled the
empty space with leaves of the bushy tree on the right. — However,
this is not the only motif of the Three Graces that Kavélé copied.
In the same technique he copied a similar standing group of Three
Graces, but for a model he used an antigue plastie. (Akademie d. bild.
Kiinste, No. 1771).

Lit:: Hermann Voss, L'opera ciovanile di Rutilio Manetti. Vita artistica. 1I1. 2,
Rome 1932, p. 57—68; Della Pergola II, cit.51, fig. 50.
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20 ST.JOHN THE BAPTIST PREACHING, fig.32

Peneil, pen and brown wash, 33 x 22,3 em, not signed. Inseribed on
the back: Mengs. Akademie d. bild. Klinste, Vienna, No. 1030, photo
No. 1030

Mengs Anton Raphael (Usti/Aussig 1728 — Rome 1779)

Antonio Nibby mentions in 1832 that it was in the collection of Villa
Borghese — in the present room X — ... il famoso abbozzo del quadro
rappresentante S. Giovanni Baltista, che Mengs fece pel conle di
Rivadaria e che fu mandalo in Ispagna.c The study is mentioned
agaln in 1873, but since It did not belong to the fideicommissum bulk
it was perhaps sold or lost among the various branches of the Bor-
ghese family.

Similar picture of Mengs is in the Eremitage in Leningrad, dated
about 1774. Supposingly 1t was purchased between 1774 and 1783 in
Barcelone for Catherine II. Ponz mentions a copy executed for Count
de Rivadari, however, D. Honisch thinks that this may be in contra-
diction with Voss's elaim that both pictures are identical. — In com-
parison of Kavéié's drawing with the picture in Leningrad the dif-
ferences are noticable: the drawing has a lamb on the right of the
composition while the pieture in Leningrad does not have one. The
picture in Leningrad has a tree is depicted on the left with forked
branches and a cross leaning against it. There is no such scene in
Kavéié's drawing. In Kavéié's work there is very little space between
the left leg and the rock in the background. In the composition in Le-
ningrad there is more space there and also a cane is visible in between.
There are no leaves in the left corner of Kavéié's drawing while the
same are In the picture in Leningrad. The whereabouts of the painting
of St. John the Baptist Preaching made for Count Rivadari is not
known. A study, once in possession of the Galleria Borghese collection,
was also lost without trace. Kavéié's drawing after the work in the
Galleria Borghese is at least an approximate document of it; icono-
egraphically it is not identical with the version In Leningrad.

Lit.: Antonio Nibbhy: Monumenti scelti della Villa Borghese. Rome 1832,
p. 145; Indicazione delle Pitture e Sculture esistenti nel piano superiore del
Palazzo della Villa Borghese. Piano superiore. Rome 1873, p. 14 (list in Gal-
leria Borghese); Herbert von Einem: Carl Ludwig Fernow. Eine Studie zum
deutschen Klassizismus. Berlin 1935, Tab. VIII; Dieter Honisch: Anton Ra-
phael Mengs und die Bildform des Friihklassizismus. Recklinghausen 1965,
cat, 103, p. 94, eat. 343, p. 135; Luciana Ferrara Grassi, letter dated in Rome
24 june 1974,

21 THE MARTYRDOM OI" ST. SEBASTIAN, fig. 30

Pencil, pen and brown wash, 28.1 x 21 em, inseribed in toe center
of azure carton ground: Federige Zucearo

Akademie d. bild. Kiinste, Vienna, No. 939, photo No. 839

Passignano Domenico, Domenico Cresti (Passignano? about 1560
1636 Florence)

Oil on copper, 35 x 26 cm
Galleria Borghese, Rome, No. 341
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The picture probably originates from the 1607 confiscated works in
possession of the painter Cavaliero d'Arpino, although the author was
not mentioned then. The 1693 Inventory records the author Marti-
niani, the 1700 Inventory ascribes the work to Zuccari without men-
tioning the first name which could enlighten us which of Zuccaries:
Federico (ab.1540/43—1609) or Taddeo (1529—1566). Zucecari is also
mentioned in the 1790 Inventory and the Fideicommissum of 1833.
Later another author was Indicated but now the work Is attributed
to Domenico Passignani.

In several cases we have seen that Kavéié's inscription corresponds
with attributions from about 1790. In this particular case his inscrip-
tion sFederigo« solved the question which of the Zuccaries was meant.
Due to a small size of the picture and its artistic merit we may
antleipate that the work was not of such value to be made In coples
or graphic Impressions which would then serve for a palnter's model.
I think that this is one of the pictures which could confirm the
opinion that Kavéi¢ copied pell-mell in Galleria Borghese,

The frame is hiding to-day the right figure in the original and on
the left the landscape and the sole of the left kneeling man is not
visible for the same reason. The breeches of the left figure are
sketched only, not drawn completely and they are painted with wash.
Kavéié also omitted blood spots on the body of the tortured man and
the saint’'s face has not the suffering expression with open mouth
as it is seen in the original. This time neither the naturalistic motifs
had found a response in the drawing of a neoclassicistically orien-
tated palnter.

Lit.: Della Pergola 11, cat. 58, fig. 59

22 THE HOLY FAMILY, fig. 37

Pencil, pen and brown wash, 18,7 < 15.3 cm. Inscribed in the center
of azure carton ground: Carlo Dolce

Akademie d. bild. Kiinste, Vienna, No. 1021, photo No, 1021

Pomarancio (?), Roncalli Cristoforo (Pomarance/Vollerra 1552 — Ge-
nova 1626)

0Oil on canvas, 69 ¥ 52 ecm

Galleria Borghese, Rome, No. 365

The 1693 Inventory perhaps mentions the pieture but gives no Indi-
cation of the author. In the 1833 Fidelcommissum Pomarancio is
recorded. Voss did not agree but neither he suggested any other
author. Longhi Inclined to the opinion that the work belongs to Po-
marancio after all. Della Pergola cautiously placed it among works
painted in Pomarancio's manner.

Kavéié’s inseription sCarlo Dolees (se. Carlo Dolel, Florence 1616 —
Florence 1696) recalls attribution that prevailed at the end of 18th
century and before the Fideicommissum record of 1833.

In comparison with the original pailnting Mary's head-veil is not
visible as well as it is in Kavéid's drawing, because it disappears in
dark brown background. Kavéié contoured the scarf with preciseness
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and emphasized the contours with an enthusiasm of a drawer. Again
have the faces lost the vivacity of expression and Jesus's head got
a stereotyped Kavéi¢'s »wige, used in his repertory. Dark stain on a
thigh, meaning a dimple on Jesus's leg, shows how the attractiveness
of plasticly treated child's leg and its details were lost. Kavéié also
simplified the profile of the shelf on vhich Jesus stands — he did
not lop off profiles and he lessened their impression of perspective
depth.

Lit.: Della Pergola II, ecat.and fig. 65.

23 THE MASSACRE OF THE INNOCENTS, fig. 33

Peneil, pen and brown wash, 21,4 x 26,8 em, not signed. On the back
Inseribed with a pencil: Pussino and Poussin

Narodna galerija, Ljubljana, No. G. 19, photo No. 3252

Poussin Nicolas (Les Andelys 1594 Rome 1655)

Two works with a motif of the Massacre of Lhe Innocents are to-day
attributed to Poussin with some certainty: 1. Oll painting In Musée
Condé in Chantilly (fig. 35) which is mentioned in the 1638 Inventory
of the marquess Vincenzo Giustiniani Collection in Rome. It is sup-
posed that Poussin executed the painting for it; 2. Pen and wash
drawing in Musée des Beaux-Arts in Lille (fig.34) which was sup-
posed to be a study for the composition in Chantilly (Blunt, 19607
p. 149). The third Poussin’s presentation — oil painting of the Mas-
sacre of the Innocents — is mentioned in old documents in Palazzo
Altierl in Rome. To-day the work is in the collection Musée du Petit
Palais in Parls (fig.36). It has been placed among works attributed
to Poussin (J. Thuillier 1974, p. 87, cat. B7). In comparison with Kav-
¢i¢'s drawing we are interested in the two oil paintings in Chantilly
(fig. 35) and in the drawing in Lille (fig.34). If we compare the ofl
painting in Chantilly with the supposed sketch for it in Lille we
would, judging by composition, number of figures and also by detalls,
agree, that a sketch and a final work are in question. Between both,
however, differences are immediately seen: posture of the child on
the ground with the executioner standing on him, different postures
of the fleeing mother in the picture and in the sketch, two children
on the ground on right, which are not seen in the oil painting;
fleeing mother with a child which does not appear in the sketch
but it is in the ofl painting, another mother with a child seen behind
the stone wall on left of the composition, which 1s added to the oil
painting while it Is not depleted In the sketch, ete. If comparing
any sketches for future works of bigger format and other techniques
we see that artists did not follow their conceptions directly. Poussin's
sketch for Solomon's Verdict in the Ecdle Nationale des Beaux Arts
in Paris and another version in Louvre, finished in oil in 1649 for
the painter Pointele, can inform us of that. Here too we can find
many differences between the two. — We could consider Poussin’s
Massacre of the Innocents in Lille and the oil painting in Chantilly
as a concept and a final version, if Kavéié’'s drawing after Poussin’s
original was not known to us - the question remains though —— after
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which? If we compare Poussin's oil painting in Chantilly with Kav-
¢ié’s drawing we find exactly the same differences as if we compare
Poussin’s sketches and oil paintings. For confrontation of Kavéié's
drawing and Poussin’s works remains only one comparison: Poussin's
drawing of the Massacre of the Innocents in Lille and Kavdic's dra-
wing in Narodna galerija in Ljubljana. Kavéiéd's drawing corresponds
with Poussin's in number and posture of figures and in entire compo-
sition. The difference is only in the technigue of drawing. Poussin
used hatehing and wash a great deal, Kaveié used wash mostly (com-
pare the shading of pyramid, of architeeture in the background and
on the left, robes of the figures ete,) In the background Kaveié's
drawing and Poussin’s works remains only one comparison: Poussin's
drawing was more precise in drawing details of the capitals of an-
cient building and of the frieze... — Judging by our experience so
far we can maintain that faces of the figures are again adapted to
the type that Kavcéi¢é perpetually repeated. The question is, however,
where did Kavéié copy this work in which of the Roman collec-
tions? Is not maybe the drawing from Lille a sketch for some other,
to-day unknown Poussin's picture of the Massacre of the Innocents?
Knowing as much as we do now we couldn't say that Kavéié copled
drawings of great masters. Even if he did copy this drawing — where
should he find it? If there was another one made after this compo-
sition, the work of some other artist, where is now this copy or dra-
wing? Kavcié's drawing of the Massacre of the Innocents shows
exactly the same manner in using penecil, pen and wash as he did use
in all his drawings made after various masters, and it reveals more
a manner of copying an accomplished work rather than a drawing.
I observe that just thls smore accomplished: Poussin's work — most
probably an oll palnting — Is missing In the series of Poussin's
works. Between Poussin’'s drawing in Lille and his oll painting in
Chantilly there was once another work. Which one it can be and lts
whereabouts remains to be answered. In any event it should be
the Massacre of the Innocents In composition shown in Poussin's
drawing in Lille, and as it is seen in Kavéié's drawing in the collection
of the Narodna galerlja, Ljubljana.

Lit.: Walter Friedlinder: Nicolas Poussin. Die Entwicklung seiner Kunst.
Miinchen 1914, p. 126—127, fig. p. 189; Antony Blunt: Musée du Louvre, Expo-
gitton Niecolas Poussin. Paris 1960%, p. 149, fig. and catl. 132; Ecalle Martine,
Le :Massacre des innocentse du Petit Palais. Dossier d'un tablean, -in: Ni-
colas Poussin, Ouvrage publié sous la direction de André Chastel, Edition
de Centre National de la recherche scientifique. Paris 1960, p. 248—254; Luigi
Salerno, The Picture Gallery of Vineenzo Giustiniani, 11, The Inveniory.
Part I. Burlington Magazine 1960, p. 101; Jacques Thuillier: L'opera compleia
di Poussin. Classici dell’arte 72, Milano (1974), p. 87, cat. 25, p. 105, cat. 162,
p. 113, cat. BT.

24 THE HOLY FAMILY WITH ST. JOHN THE BAPTIST AND ST. ANN,
fig. 40

Pencil, pen and brown wash, 25,8 ¢ 19,8 em.
Inseribed in the center of azure carton ground: Sciplone Gaetani
Akademie d. bild. Kiinste, Vienna, No. 961, photo No. 961

60



Pulzone Scipione, Scipione Gaetano (Gaeta about 1550 — Rome 1597),
fig. 39

Cil on eanvas, 135 % 105 em, about 1580

Galleria Borghese, Rome, No. 313

In the 1693 Inventory the painting is attributed to Pulzone. It is not
mentioned later until the Fideicommissum of 1833, The authorship
was never doubted and the attribution prevailed till now. Kavéié's
drawing with his inscription is another evidence that this authorship
was attributed also in time when he used to copy it — i. e. when other
documents in 18th century do not mention it.

Kavéié omitted in his drawing all nimbuses. The benevolent expres-
sion on Mary's and Ann's face is gone. Jesus's face is blunt in com-
parison with the original.

Lit.: Federico Zeri: Pittura e Controriforma. L'arte senza tempo di Seipione
Gaeta. Torino 1957, p. 83, 110, fig. 76; Della Pergola II, cat. and fig. 163.

256 VIRGIN WITH CHILD, fig. 38

Pencll, pen and brown wash, 26 x 18,3 cm.

Inscribed on the back with pen and wash: Gilulio Romano
Narodna galerija, Ljubljana, No. G. 18, photo No. 3251

Copy after Raffaello Santi (Urbino 1483 Rome 1520)

0il on wood, 82 » 58 cm
Galleria Borghese, Rome, No. 358

In 1693 Inventory the picture is attributed to Mantegna. In the Fidei-
commissum of 1833 it is attributed to Rafaello’s school. Considering
Kavéié's inseription the painting was attributed to Raffaello’s pupil
Giulio Romano. Iconographicaly it reminds of Raffaello’'s Madonna
della Tore {Mackintosh Madonna) which was copied also by Glan
Battista Salvi called Sassoferrato, and whose copy is also in the
Galleria Borghese (No.382). Besides Sassoferrato’s copy others are
also known. One is registered in the Albani Collection. In this dra-
wing too Kavéié omitted thin nimbuses. Too many folds are on Vir-
gin's right shoulder and the artist depicted a veil over it which ls
not seen in the oil painting but is partly drawn by Sassoferrato in
his copy. The lower part of the Virgin's sleeve is with its folds a clo-
ser copy of the oil painting than Sassoferrato’s. He mouided the folds
more freely. Kavéié neither copied Jesus's expression nor did he draw
his fingers completely.

Lit.: Della Pergola II, cat. and fig. 175 (also cat. 174, fig. 173); Michele Prisco-
Pierluigi de Vecchi: L'opera completa di Raffaello, Classici dell’arte 6. Milano

(1971)% p. 104, cat. 86; Luitpold Dussler: Raphael. A Critical Catalogue of his
Pictures, Wall-Paintings and Tapestries. London and New York (1971), p. 31.

26 VIRGIN WITH JESUS AND ST.JOHN THE BAPTIST
(Madona Aldobrandini, Madona Garvagh), fig. 41

Pencil, pen and brown wash, 20 x 174 em.

Inseribed in the center of the azure carton ground: Raffaele(?)
Sanzio dl Urbino

Akademie d. bild. Kiinste, Vienna, No. 1052, photo No. 1052
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Raffaello Santi (Urbino 1483 Rome 1520)
0il on wood, 38 » 33 em. about 1510
National Gallery, London

From the possession of the Aldobrandini Family the painting came
in the collection Borghese. During the years 1800/01 it came in the
hands of Alexander Day. It was brought to England and in 1818 came
into possession of Lord Garvagh and then in the National Gallery
in London.

In 1787 Ramdohr records that the work originates from the posses-
slon of the Prince Aldobrandini and Lucrezia d'Este (died 1598).
Madonna Aldobrandini was supposed to be one of the five Raffaello’s
Madonnas mentioned in the Inventory of Lucrezia d'Este in 1592, but
no detailed description was given. Of those the one in London is the
closest, which Manilli mentions in his description of Villa Borghese
(in 1650, p.112). If we accept the supposition that Kavci¢ copied ori-
ginals in Galleria Borghese then it is possible that he had copied
the picture while he was in Rome during 1781—1787. There is no
detail which would demonstrate that Kavéié did not stick to the ori-
ginal, except for changes in the faces and the almost sculpturesque
treatment of the entire composition. That, however, can be ascribed
to the canon of painting at that time in Rome.

Lit: Luitpold Dussler. Raphael. A Critical Catalogue of his Pictures, Wall-
Paintings and Tapestries. London and New York (1971), p.26—27, fig.71;

Michele Prisco-Pierluigi de Vecchi: L'opera completa di Raffaello. Classici
dell’arte 6. Milano (1971)%, p. 105, cat. 87,

27 VIRGIN WITH CHILD, fig. 43

Pencil, pen and brown wash, 274 x 19,5 cm.

Inscribed on the back: Bronzino, on the azure carton ground: Angiolo
Bronzino

Akademie d. blld. Kiinste, Vienna, No. 857, photo No. 957

Roman Master, jollower of Michelangelo
Oil on wood, 112 x 84 cm
Galleria Borghese, Rome, No. 393

The picture is mentioned in 1626 in the Inventory of Olimpia Aldo-
brandini, in 1693 (registered again and) attributed to Andrea del
Sarto. The Inventory of 1790 attributes it to Bronzino, later the opi-
nions differ. Della Pergola aseribes it to the Roman school of pain-
ters. Kavéié recorded it as the work of Bronzino, what is in accor-
dance with the opinion prevailing at that time.

Kavéié drew two figures and omitted several things: Virgin's veil,
the bird on the shelf, the written text in the open book and the
ribbons under the book. The drawing with a pencil on the back-
ground wall on the left, around the Virgin's nimbus, on the basket
with fruit, on the book ete. demonstrates the capturing of the main
composition in sketech and the omission of realistic motifs.

Lit.: Della Pergola II, cat. and fig. 144
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28 HOLY FAMILY, fig. 44

Pencil, pen and brown wash, 23,6 x 19,3 cm.

Inscribed in the center of the azure carton ground: Giorgio Vasari
Akademie d. bild. Kiinste, Vienna, No. 931, photo No. 931

Roman Master, follower of Michelangelo,

mid. of 16'h century

0Oil on wood, 118 x 90 ¢cm

Galleria Borghese, Rome, No. 392

The picture Is recorded in 1833 Fideicommissum with the name Ve-
nusti. The attribution was accepted by Venturi and Longhi. Della
Pergola placed the plcture among Roman works of the mannerism
period, executed after Michelangelo. The name of the painter, archi-
tect ete. Glorgio Vasari as the author of this work can be found only
with Kavéic,

Kavéic depicted all three figures without the nimbuses, he simplified
folds on the drapes above on the right, and neither he paid much
attention to the tuft on the cushion.

Lit.: Della Pergola 11, cat. and fig, 146.

29 VIRGIN WITH JESUS, ST.JOSEPH AND ST.JOHN THE BAPTIST,
fig. 42

Pencil, pen and brown wash, 31.6 x 21 em.

Inscribed on the back with wash: Sebastiano del Piombo

Narodna galerija, Ljubljana, No. G. 39, photo N. 3265

Scarsellino, Ippolito Scarsella (Ferrara 1551 Ferrara 1620)

0Oil on wood, 37 x 26 cm

Galleria Borghese, Rome No. 222

The picture originates from the bequest of Lucrezia d’Este. From here
it came to Aldobrandinis’ and with Olimpia Aldobrandini to Borg-
hese family. The Inventory of Lucrezia d'Este registered in 1592 as
the author Mondino Scarsella, Venturl attributes the pleture in 1934
to Ippolito Scarsela and Della Pergola does the same. The name of
Sebastiano del Piombo as the author we meet with Kavéié only.

The nimbuses were again not copled, the fire in the background on
the right of the tree is not depicted, and the reflection on the cloudy
sky was omitted. But he drew the donkey with sharp contours, alt-
hough it is scarsely visible in the original. Vivid faces and looks are
not like in the original either.

Lit.: Della Pergola I, cat, and fig. 113.

30 VENUS AT BATH, fig.49

Pencil, pen and brown wash, 21,5 x 31,3 cm.

Inscribed on the azure carton ground under the drawing:
F'ra Sebastiano del Piombo

Akademie d. bild. Kiinste, Vienna, No. 1047, photo No. 1047

SCARSELLINO, Ippolito Scarsella (Ferrara 1551 Ferrara 1620)
Oil on canvas, 43 x 57 ecm
Galleria Borghese, Rome, No. 219
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The picture is registered already in 1693 Inventory as a work of Scar-
sellino Ferrara and the same is recorded in the Fidelcommissum of
1333. Kavéi¢ thought it was the work of Sebastiano del Piombo and
probably this was the opinlon of everyone else in his time.

Kavdéié's drawing is a copy of the original, it only misses the attrac-
tiveness of dawn and reflections on water, faces are not individu-
alized etc.

Lit.: Della Pergola 1, cal. and fig. 118

31 VIRGIN WITH JESUS, ST.JOHN THE BAPTIST AND ST. ANN,
flg. 45

Penell, pen and brown wash, 23,4 = 19,8 cm.

Inscribed in the center of azure carton ground: Pierino del Vaga,
on the back in wash: Pierino del Vagha

Akademie d. bild. Kilinste, Vienna, No. 993, photo No. 993

Pierin del Vaga, Piero Buonaccorsi (Florence 1501 — Rome 1547)

Oil on canvas, 139 x 112cm

Galleria Borghese, Rome, No. 412

The picture was without doubt in Galleria Borghese already in 1693
when it was registered in the Inventory and as the author was named
Pierino del Vaga. Also the Inventory of 1700, 1790 and the Fideicom-
missum of 1833 attribute the work to del Vaga. A. Venturi, though,
attributed it to Domenico Fetti in 1893, but the attribution to Del
Vaga prevailed.

Kavéié omitted in the drawing the curly hair of St.Joseph, he sket-
ched his glance- in the drawing he views the spectator, in the original
he looks down to the right. He also omitted tiny plants growing upon
the pillar behind Joseph's head and up the brick wall. As usual the
nimbuses are omitted, Jesus's face is altered in a rouned one.

Lit.: Della Pergola 11, cat, and fig. 158,

32 THE MYSTICAL MARRIAGE OF ST.CATHERINE OF SIENNA,
fig. 48

Pencll, pen and brown wash, 21,2 x 179 em.

Inseribed on the back: incerto

Akademie d. bild. Kiinste, Vienna, No. 1049, photo No. 1049

Vanni (?) Francesco (Siena 1563 Siena 1610), fig. 47

0il on canvas, 89 x 6Tcm

Galleria Borghese, Rome, No. 62

Descriptions of the 17'h century inventories are probably concerning
this picture. More in detail it is mentioned in the 1693 Inventory
which attributes it to Andrea del Sarto. Kav¢élé was not certain of
the author »incertoc while the Fideicommissum of 1833 registers
Francesco Vanni. Longhi inclined to the opinion that the author may
be Venturo Salimbeni (1928). Della Pergola attributed it to a master
close to Francesco Vanni if it isn't his work after all.

It doesn’t surprise us, that Kavélé again did not draw nimbus
around Jesus’s head, that he did not indicate the attributes, that he
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omitted the snake reeling from the chalice of St.John the Baptist
and that he softened visionary faces of Bt.Catherine, Jesus and
Mary. However, we are surprised that he depicted a head of an old
man with a beard which could represent a head of St. Joseph instead
of St. FPrancis's head on the left in the background. It would he diffi-
cult to explain this selfwilled alteration since till now we had not
met with such a case at all. There could be several explanations for
such an alteration though none of them can be evidenced. The gque-
stion is, did Kavéié copy an altered copy or had he allowed iconogra-
phic change himself?

Lit: Della Pergola II, eat. and fig. 82

33 VENUS, AMOR AND SATYR, flg.46

Pencil, pen and brown wash, 23,5 x 21,3 cm.

Inscribed in the center of the azure carton ground: Paole Veronese
Akademie d. bild. Kiinste, No. 933, photo No. 933

A copy after Veronese, Paolo Caliari called Veronese

(Verona 1528 — Venice 1588)

0il on eanvas, 115 ¥ 110 em

Galleria Borghese, Rome, No. 124

Van Dyck registered this work as a work of Titian. Maniili registered
the same in 1650, while the 1693 Inventory and the Fideicommissum
of 1833 attribute it to Paolo Veronese. Kavélé's inseription gives evi-
dence that this attribution was prevalling for over hundred years.
In 1897 Marelli thought of the copy of Paris Bordone after Titian,
Venturi in his second judgement in 1933 thought it was Luca Cam-
biaso, Longhi thought it was a work copying Venetian classics, and
Padovanini to some extent. Della Pergola mentions typical Verone-
sian composition, imposition of figures and also the colouring, while
characteristics of the one who copied this oil painting in the Collec-
tion Borghese are obliterated. E.Tietze-Conrat in 1945 thought it
might be the work of Damiano Mazzo.

Kavéid in his drawing :spolled: the Veronesian face of Venus, the
vivid look of Amor remained blunt in the drawing. Kavéié neither
paid much attention to the details of Venus's earrings and pearls.
The doves are without black streaks, between the dish on the shelf
and the quiver with arrows is laid a ribbon in the original, here it is
only indicated with a penecil. Foggy clouds in the background are
sharply contoured in the drawing.

Lit.: Della Pergola I, cat. and fig. 244, Adrian Gert: Anton van Dyck, Italieni-
sches Skizzenbuch, Wien 1940, fig. 114.
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FINAL OBSERVATIONS

All of Kavéié's known drawings of old master's works come from the
Akademie der bildenden Kiinste in Vienna, including those kept now
by the Narodna galerija in Ljubljana. They were bought in Vienna
in 1933 by Dr. Fran Windischer and donated to the Narodna galerija.
The drawings are glued to blue carboard sheets and bear captions.
Sometimes there are remarks with pencil or pen in bistre on the
reverse of the sheets. The assumption that all inscriptions are Kav-
¢ié's own is corroborated by the fact, that quite a few drawings are
attributed according to the notions, valid for specific works only at
the time when Kavéié was studying in Rome, that is in the years
1781—1787 (ecf. sheets No. 5, 7, 8, 11, 18, 19, 21, 30).

The published drawings encompass approximately one fifth of Kav-
¢ié¢’s not evaluated drawings of old masters. Most of the present are
copled from the works in the Galleria Borghese in Rome. Among
them there are originals, which are still in this gallery, though some
of them were acquired later from this collection for other galleries
(Nos 6 and 26, and most probably No4). Further, there are works
from the Galleria Borghese, of whieh every trace has been lost
(Mengs' St. John The Baptist, No. 20). Of three works, attributed with
great probability to Jacopo Bassano, Annibale Carracci and to Nico-
las Poussin, any knowledge of thelr past or present whereabouts is
lacking (Nos 3, 9, 23). The drawings after Corregegios painting Betro-
thal of S.Catherine’'s (No.12) leaves open the question what and
where Kavélé copled — the original, one of the coples or of graphic
sheets? Gaulli’s Death of S. Francis Xavier (No. 14) points to a known
Roman church and it seems that this is not the only specimen copied
in a church. Kavéié's drawings of antique sculpture, reliefs and other
objects tell that he actually copled works of art in all amportant
villas, palaces and collections in Rome and suburbs, where he took
up his Iandscapes. Indeed, it seems impossible to consider everything
from the enormous quantity of material to be copied from a model.
Besides, it is evident frcm his drawings, that he transposed the main
figures and objects and gave their mass a sharp, sometimes even
exaggerated outline. Iavéié extracted with preeislon what the ba-
rogue oils faded Into foggy clouds, shining glows and dark back-
grounds and rendered it in a form allen to old masters, especially
Caravaggio, Scarsellino and Guerrleri. Naturalist subjects and genre
did not attract him at all. He left them either out or »embellished«
them in his taste (Nos 6, 7, 18, 21, 27). Earmarked sheets of the
torn-up book of 8t, Jerome in Caravaggios pieture are smoothed out
with Kaveéic¢, the torn sleeves are marked by a line, which could be
understood as a fold, wrinkled faces become smooth, ete. Kaveic
allowes himself considerable liberty with faces — as often as not they
are far from the original, he changes the proportions and disregards
the charm of individuality. Their looks are dead, blank and uncon-
nected. Nevertheless, all these faces demonstrate the personal style of
the painter. He painted the faces of chlldren, women and girls in
a standardized form, found also in the accessory flgures of his land-
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scapes and often enough in his drawings of antique sculpture and
even in his original oils. Numerous exercises and copying did not only
offer him the opportunity to outline the composition. but also forced
upon him a variety of subjects, which later on he used in his large
oils. He flattened and presented accordingly the plastic shapes of
the old masters — e. g. Bassano, Caravagglo, Carraccl, Correggio, Do-
menichino, Gaulll, Mengs, Poussin, Raffael. The third dimensicn is
getting lost — the spaces are flat and without thrust into the back-
ground. He was not particularly selective in his choice of prominent
names or dimensions of the originals: he drew copiles of big and small
palntings of greater and lesser masters in the Galleria Eorghese, at
least,

He used pencil and gave it a sharp outline with pen, washed with bistre
or sepia. Unfortunately we know only two of his sketch-books, con-
taining a series of his drawing from the Vatican Museum and from
Museo Capitolino.

The sketchbooks are proof of his technique: penecil, ink and bistre.
Some of the drawings of sculptures or paintings come up again on
separate sheets. He bordered these sheets with thicker or thinner
lines, glued them to cardboard and gave them a caption in the
middle, though not consistently.

Jorg Garms® is right when he remarks that Kavéié¢ left almost
a library of drawings of antique sculpture, paintings of old masters
and series of landscapes and that perhaps these drawings have been

¥ Jorg Garms, Introduzione, — in: Artisti Austriaci a Roma dal barocco alla
Secessione. Museo di Roma — Palazzo Braschi 1972 (without pag.).

1 began to collect the material on Kavéié in 1968, In the recent period
I received grants from the Skled Boris Kidri¢ (Foundation Boris Kidrié¢) in
Ljubljana and from Ministero degli Affari Esteri, Direzione generale per la
cooperazione culturale, scientifica e tecnica tn Rome, which made a more
systematical work possible. I am much obliged to both institutions. — With-
out having a possibility to study in the Bibliotheca Hertziana in Rome and
without suggestions and help of numerous friends my work would be more
difficult and many guestions would have remained unsolved.

I take this opportunity to thank Dr. Eduard A. Safarik, director of the Gal-
leria Doria Pamphilj in Rome for his first encouragement to publish Kavéié's
drawing after old masters and for many precious suggestions, The study
of Kaveié's opus would be impossible without the kindness of Akademie
der bildenden Kiinste which allowed me to study their archive, graphic
collection, to photograph Kavéié's works and to publish them now. In this
I was assisted by Dr. Wanda Lhotsky, Dr. Walter Cerny and the Director

Dr. Margarethe Poch Kalous. 1 am grateful alse to Hofrat Dr. Eva Frodl
Kraft, Institut fiir tsterreichische Kunstforschung des Bundesdenkmalamtes,
Vienna, Prof. Dr. Heinz Schiny, Historisches Museum der Stadt Wien, Vien-
na. Prof. Dr. Christoph Clairmont, Princeton, N.J., Prof. Hugh Hanour, Ca-
migliano Santa Gemma, Director Cav. Guido Bradaschia, Musei Provinciali,
Gorizia, Msgr. Justo Soranzo, Gorizia, count Dr. Guglielmo Coronini Cron-
berg, Gorizia, Dr. Gaetana Scano, Accademia Nazionale di San Luca, Dr. Jirg
Garms, Osterreichisches Kulturinstitut, Rome, Director of the Galleria Bor-
ghese Dr. Lucianae Ferrara Grassi, Jacques Kuhnmiinch, Roma, Prof. Olivier
Michel, Feole francaise de Rome, Dr. Friedrich Kobler, Munich, Dr. Eli-
sabeth Schriatter, Rome, Dr. Steffi and Prof. Dr. Herwarth Rittgen, Giottin-
gen, 1 always received valuable assistance from Dr. Emilijan Ceve, Prof.
Dr. Luc Menaie and Prof. Dr. Nace Sumi, Ljubljana,
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intended for publication in the form of corpora, which at that time
were rather popular. Actually, most of the drawings are of similar
size and point to a system and order. Most probably they were inten-
ded for students of the Academy in Vienna; documents, conserved
in the archives, relate to a dispateh of Kaveié's works from Rome to
the Viennese Academy. We know, how =enthusiasted:« were the young
artists with these formalized drawings, which should even serve as
pattern for their own work. Following sharp disputes with professors
of the Academy, a number of young painters left Vienna and went
to Rome. One of the Viennese pupils — Sutter -— found satisfaction
in burning his own drawings of professor's works.

Kavélé's »barbarian diligence«, which produced hundreds of drawings,
may be assessed in different ways, but something will most probably
remalin valid: quite a few of his drawings after old masters will help
to clear up parts of the history of these old paintings; Kavéié's
drawings disclose the neo-classicistic understanding of old artistic
values, especially of the baroque period; the drawings are proofl of
the unyielding assiduity in drawing exercise, typical of the other ma-
sters of the period also; they witness the broad scope of Interest and
finally the erudition, which these exercises brought to the painters
aecquainting them with Roman and Greek history, mythology, antigue
art and art from the Renalssance on; these drawings will not only
help to round up the historic image of the works of known masters,
but also the history of old collections, individual antigue scluptures,
antigue and later architecture and landseapes of Rome and suburbs,
Venice, Trieste, Vipava Valley (?), Vienna, Salzburg and Passau.
Kavéid's olls and his role as academic teacher and Inspector of Arts
in the Vienna Porcellain Manufacture still have to be assessed.

Translated by Barbara Omahen and Jaka Stular
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ABBREVIATIONS

Akademie der bildenden Kiinste, Vienna/Wien
Archivio Segreto Vaticano
Edoardo Arslan: I Bassano. 1., II. Milano (1960)

Giovanni Baglione: Le wite de'pittori, scultori ed
architetti. Dal Pontificato di Gregorio XIII, del 1572
In fino ai tempi di Papa Urbano VIII nel 1642,
Roma 1642

Giovanni Pietro Bellori: Vite de pittori, scultori

ed architetti moderni, 1.—I11. Roma 1672

Paocla della Pergola: Galleria Borghese. I dipinti I
Roma 1955

Paola della Pergola: Galleria Borghese. I dipinti I1.
Roma 1959

Fidecomesso Artistico nella Famiglia Borghese.
Arch. Gall. Borghese

Inventario di tuiti li Mobili che sono
nell’ Appartamento Terreno che gode il Sig. v Precipe
Rossano. Arch, Seg, Vaticano Fondo Borghese. Busta

Nota delli Quardi dell’Appartamento terreno di S. E.
il Sig. Pne Borghese. Arch. Gall. Borghese

Catalogo della Quadreria Borghese nel Palazzo
a Campo Marzio. Arch. Gall. Borghese
(in Piancastelli's transcription)

Inventario delle Robbe di S.A. 8. ln Duchessa
d’Urbino. Arch. Seg. Vat.,, Fondo Borghese, Busta 7501

Inventario di Mobili e Suppellettili Aldobrandini
1626, Arch. Seg. Vat,, Fondo Borghese, Vol. 6219

Roberto Longhi: Precisioni nelle Gallerie Italiane.
I. R. Galleria Borghese, Roma 1928

Jacomo Manilli: Villa Borghese fuori di Porta
Pinciana. Roma 1650

G. B. Montelatiei: Ville Borghese fuori di Poria
Pinciana. Roma 1700

Istituzione Fidecommizsaria del Principe Francesco
Borghese con le modifiche e sistemazioni posteriori.
{Piancastelli), Arch. Gall. Borhese

Friedrich Wilhelm Basilius (von) Ramdor, Uber
Mahlerei und Bildahuerarbeit fiir Liebhaber des
Schiimen in der Kunst. 1.—II1, Leipzig 1787

Erika Tietze Conrat: Tee Holkham Venus in the
i]%gg;rupaht:m Museum, — v: The Art Bulletin XXVII,

Adolfo Venturi: Il Museo e la galleria Borghese,
Roma 1893

Hermann Voss: Die Malerei der Spitrenaissance in
Rom und Florenz. Berlin 1920
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2 Naéin Federica Baroceija: Oznanjenje. Galleria Borghese, Rim
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3 Franc Kavéié: Caitenje pastirjev, po Jacopu Bassanu

4 Jacopo Bassano: Caséenje pastirjev. Galleria Borghese, Rim
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5 Francesco Bassano; Darovanje 6 Jacopo in Francesco Bassano:
v templju. Narodni galerie, Praga Darovanje v templju. Museo Civieo,
Bassano

T Franc Kavéié: Darovanje v templju, po Jacopu Bassanu
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8 Franc Kavdéié: Venera in Amor na morju, po Lucu Cambiasu
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9 Luca Cambiaso: Venera in Amor na morju, Galleria Borghese, Rim
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11 Franc Kavéié: Sv. Hieronim, pn Michelangelu da Caravaggiu
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13 Mopster Salomonove sodbe: Salomonova sodba, Galleria Borghese, Rim

VII



ROZMAN FRANC KAVeIC/CAUCIG

—= m—— = . -
= \\NW":{; ) i‘
|
|

14 Franc Kavéié: Kristus v gloriji s svetnikoma, po Annibaleju Carraceiju

15 Annibale Carracci: Studija Kristusa s svetnikoma v gloriji.
Musée des Beaux-Arts, Lille
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16 Annibale Carracei: Kristus v gloriji s svetniki. Galleria Palatina,
Palazzo Pitti, Firence
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17 Frane Kavéié: Sv. Janez
Krstnik, po Cav.d'Arpinu

19 Frane Kavéié: Moljenje deteta,
po Bronzinu

ROZMAN FRANC KAVCI¢/CAUCIG
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18  Franc Kavéié: Perzej resi
Andromedo, po Rutiliju Manettiju

20 Franc Kavcic: Rop Evrope,
po Cav.d'Arpinu
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21 France Kavdéidé: Sibila, 22 Domenichino: Sibila, Galleria
po Domenichinu Borghese, Rim

23 Franc Kavéié: ) 24 Giovanni Battista Gaulli:
Smrt sv, Franc¢itka Ksaverija sSmrt sv, Franéiska Ksaverija.
- 5. Andrea al Quirinale, Rim



25 Franc Kavéié: Lot in héeri, po Giov, Francescu Guerrieriju

26 Franc Kavdié: Sv. Rok, po Giov. Francescu Guerrieriju
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27 France Kavéic; Egiptovski Jozef in Putifarka, po Giovanniju Lanfrancu

28 Giopanni Lanfranco: Egiptovski JoZef in Putifarka.
Galleria Borghese, Bim
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20 Franc Kavéic: 30 Franc Kavéié:
Zaroka sv. Katarine, po Correggiu Muceniitvo sv, Boitjana,
po Domenicu Passignanu

31 Franc Kawvdic: 32 Frane Kavdic:
Tri gracije, po Rutiliju Manettiju Sv.Janez Krstnik, po Antonu
Raphaelu Mengsu
X1V
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3 Nicolas Poussin: Pokol nedolinih otrok, lav. perorisha,
Musée des Beaux-Arts, Lille
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35 Nicolas Poussin: Pokol nedolinih otrok. Musée Condé, Chantilly

36 Nicolas Poussin: Pokol nedolznih otrok. Petit Palais, Pariz
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37 Frane Kavéié: Sv. druzina, 38 Franc Kawvdié:
po Pomaranciu (7) Marija z Jezusom, po kopiji
Rafaelove slike

39 Scipione Pulzone: Sv.druzina 40 Franc Kawcicé: Sv.druiina
z Janezom Krsinikom in sv, Ano, z Janezom Krstnikom in sv, Ano,
Galleria Borghese, Rim po Scipionu Pulzoneju
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41 Franc Kavdéid:
Marya z Jezusom in Janezom
Krstnikom
(Madonna Aldobrandini),
po Rafaelu

43 Franc Kavéic:
Marija z Jezusom, po rimskem
maojstru michelangelovske smeri
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42 Franc Kavéié:
Marija z Jezusom, sv. JoZzefom
in Janezom Krstnikom,
po Scarsellinu

44 Frane Kavéié: Sv. druZina,
po rimskem mojstru
michelangelovske smeri

XVIII



ROZMAN FRANC KAVCIC/CAUCIG

45 Franc Kavéic: 46 Franc Kavéié: Venera,
Marija z Jezusom, Janezom Amor in satir, po kopiii
Krstnikom in sv. Ano, Veronesejeve slike

po Pierinu del Vagu

47 Francesco Vannt (?): 48 Franc Kavéic:
Zarnka sv. Katarine Sienske, Zaroka sv, Katarine Sienske,
Galleria Borghese, Rim po Francescu Vanniju ()
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49  Franc Kavéié: Venera pri kopeli, po Searsellinu
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