
Particularly fascinating are the essays on spectral imaging by a conservation team
headed by John K. Delaney and on X-radiography of bronzes by Dylan Smith. Both
allowed penetration of the outside surface to analyze how the objects were made. In
paintings like the Baptism of Christ (Uffizi, Florence), the underground revealed that
different artists, using diverse materials, had painted separate areas of the painting, as
has long been argued on connoisseurship grounds. Conservator Dylan Smith’s testing
of the bronzes suggests that Verrocchio’s changes in alloy compound and evolving skill
in casting provide other means of dating his sculptures. He showed changes made to the
bronze sculpture in process, such as armature modifications to support limbs in altered
positions. He advanced new arguments about the casting of the bronze details of the
tomb of Giovanni and Piero de’ Medici and hypothesized that, after Verrocchio’s
death, Giovanni d’Andrea, a member of Verrocchio’s shop, finished the equestrian
statue of Colleoni in Venice, with Leopardi as the caster. These reinforcing studies pro-
vide the basis for rethinking Verrocchio’s career.

Sarah Blake McHam, Rutgers University
doi:10.1017/rqx.2021.118

Michelangelo: Mind of the Master. Emily J. Peters and Julian Brooks.
Exh. cat. New Haven, CT: Yale University Press; Cleveland, OH: Cleveland Museum
of Art, 2020. xx + 144 pp. $40.

This catalogue accompanied an exhibition of twenty-eight drawings by Michelangelo,
organized by the Cleveland Museum of Art and the J. Paul Getty Museum in conjunc-
tion with the Teylers Museum in Haarlem. The exhibition was cut short by COVID-19
pandemic restrictions, closing just weeks after it had opened in Los Angeles. Thus com-
ments here are restricted to the publication—now all the more valuable as record of an
abbreviated display. The Teylers’s Michelangelo sheets appeared in other exhibitions,
notably the British Museum’s 2005 Michelangelo Drawings: Closer to the Master, but
this is the first presentation to American audiences of the entire group of twenty-five.
The curators address the daunting prospect of contributing new information about an
artist who “represents the pinnacle of Italian draftsmanship” (xv) and whose drawings
have long been considered foundational to the High Renaissance. Further, it is now
impossible to consider an exhibition catalogue of Michelangelo drawings without com-
paring it to Carmen Bambach’s formidable 2017 catalogue Michelangeo: Divine
Draftsman and Designer.

In its focused format, however, the current publication offers a digestible primer that
does not require the reader to have an intimate familiarity with the works or their levi-
athan scholarship. Instead, it provides an overview of Michelangelo’s draftsmanship
through a close study of the Teylers cache of drawings, which constitute “a rare peak
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of outstanding importance” (xv). Diverse examples span the artist’s exceptionally long
career, including an early sheet reflecting his training in the studio of Ghirlandaio
(cat. no. 1); anatomical studies (cat. nos. 9–12); designs for large-scale commissions,
like the Battle of Cascina (cat. nos. 3–4), the Sistine frescoes (cat. nos. 5–6, 8, 22), and
the tomb sculptures for the New Sacristy of the Medici Chapel (cat. nos. 14–17); and
architectural designs for the Laurentian Library (cat. no 17v) and St. Peter’s Basilica
(cat. no. 27). Moreover, their ownership by a single institution, which acquired them
en bloc in the eighteenth century from a remarkably cohesive line of prior owners, under-
scores their resonance in the history of collecting and the pedagogical role of drawings.

Solid catalogue entries explore the material nuances and aesthetic brilliance of the
individual sheets, and the essays reflect the many ways that Michelangelo drawings
have been considered over the centuries: as revered objects capturing an astounding
range of creativity; as precious acquisitions signaling the owner’s erudition and wealth;
and as part of a museum’s collection, preserved for study and enjoyment for current and
future generations. Emily J. Peters outlines Michelangelo’s extraordinary ability to
interpret the male body in motion through drawing—whether rendered as an anatom-
ical examination, as a serpentine line rippling with trademark musculature, or even as
anthropomorphized architectural details—as the interpretive key to his creative process
and the foundation of his outsized contribution to the Italian Renaissance.

Julian Brooks presents an intriguing alternating theme of adulation and obliteration
that runs through the history of Michelangelo’s drawings. The fervor for collecting
them, even in his own lifetime, was heightened by the fact that the artist himself burned
untold numbers of sheets to keep them out of the hands of would-be imitators and
forgers. About six hundred examples of his drawings survive, which nevertheless have
given rise to a persistent tradition of attribution scholarship, which Brooks helpfully
recounts. Two additional essays situate the Teylers drawings in the context of its
home institution, the oldest museum in the Netherlands. Marjan Scharloo relays the
proclaimed democratic and educational intentions behind the founding of the museum
in Haarlem in the eighteenth century. Carel van Tuyll van Serooskerken tracks the
drawings’ ownership history back through the Roman Odescalchi collection to
Queen Christina of Sweden, who seems to have obtained them via a series of Dutch
entrepreneurs and collectors, likely originating with the German artist and biographer
Joachim von Sandrart.

In its capable delving into the drawings’material and aesthetic aspects, this catalogue
contradicts, as Brooks aptly notes, the intentions of their creator who seemed dead set
against anyone accessing them. One could fault the catalogue for failing to reflect recent
scholarly investigations that problematize the notion of the lone (male) genius at work,
but that approach is undermined in this case by an artist who fueled this enduring myth
through his antisocial behavior, secretive nature, and destruction of his own drawings.
Part of the appeal of Michelangelo’s drawings is that they resist attempts to consider
them on par with those of his contemporaries, upholding the very narrative that
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Vasari put forth in his hagiographic cultivation of the artist as Il Divino, a godlike figure
who stood apart in every way, during his lifetime and for centuries thereafter.

Andaleeb Badiee Banta, Baltimore Museum of Art
doi:10.1017/rqx.2021.119

Carlo Cesare Malvasia’s “Felsina pittrice”: Lives of the Bolognese Painters, Vol. 9;
Life of Guido Reni. Lorenzo Pericolo, ed. and trans.
2 parts. With Elizabeth Cropper, Stefan Albl, Mattia Biffis, and Elise Ferone. London:
Harvey Miller, 2019. 598 (part 1) + 526 (part 2) pp. €350.

Perhaps no artist was more highly esteemed or more successful in his time than Guido
Reni (1575–1642). Over the centuries, the value of his paintings soared, until the ful-
some expressiveness of Baroque art lost favor, and his style—especially as reified in his
signature upturned heads of Christ or the Virgin and in half figures of the Magdalen or
Cleopatra—turned into artistic cliché. Guido is one protagonist in this book; Carlo
Cesare Malvasia, his biographer, is the other. In Malvasia’s Felsina pittrice (1678), a
two-volume work on the lives of the Bolognese painters, the context for Guido and
his vast production takes shape. As a young man, Malvasia had known Guido as an
elderly one and considered him a friend. In this new critical edition and translation
of Malvasia’s text, Lorenzo Pericolo explores Malvasia’s ambivalence about narrating
Guido’s complicated artistic evolution, career, and personality.

Guido’s career coincided with the explosion in Italy of an art market in the modern
sense, and Malvasia marvels at its powerful effect. (Other have grappled with this phe-
nomenon, notably Raffaella Morselli and Richard Spear, and new research on Federico
Barrocci’s practice sheds light on its beginnings.) Pericolo calls Guido a “money
machine” (2:92). If Guido’s brush was an instrument for creating exquisite paintings,
it was also a gold mine producing a commodity that sold for lots of money, and this was
something new. Guido cared deeply about his honor and showed disdain for money,
but his gambling was out of control, and he needed money to pay his huge debts.
Commissioned by popes and princes, he set no prices but instead maneuvered patrons
into paying extraordinary sums commensurate with the honor of both parties and the
quality of the painting. In a morning’s work, Guido could dash off a couple of heads
that would sell for as much as forty scudi, but then he would watch in frustration as the
new owners sold them on for multiples of the price he had received. Malvasia offers
ample evidence of Guido’s production—or of the production of Guidos—reporting
that he had between 150 and 200 pupils and assistants in scattered rented workshops
where copies were made. Partly worked canvases were piled high in these veritable
factories/warehouses. Recognizing that the finishing touches of his brush elevated the
value of such canvases, Guido produced ritocchi by the score. Replete with drama,
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