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B By Lucy GORDAN
n May 29, [6(M, during a brawl

in Prazza Navon: m Rome, the

artist Caravaggio (1571-1610)
murdered the pimp [rom Terni Ranuce-
cto Tomassoni, who had VIP clients:
nobles. notanes, cardinals. The paint-
cr was sentenced to death. 1o avoid
papal justice. this hot headed and of-
len vinlent master of chiaroscuro es-
caped to Nuples, outside the jurisdic
tion of Rome’s authority, where he
could count on the protection of the
powerfal Colonna family.

‘Thus the most famous painter in
hecame the most lamous
painter in Naples. During his first
stay, from October 160G to June 1607.
he painted numerous masierpieces
These ncluded the breathtaking altar-
picoes with the Seven Warks of Mercy
{or Lhe Pio Monte and the Flagellarion
(now in Naples™ Capodinonte Muse
um) for the Church of San Domenico.
Like his Roman canvascs. these works
arc charucterized by Lhe intense nalu
rultsm of their human figures and of
light. and by an unprecedented, seem
ingly irreverent interpretation of sa-
cred themes because his models were
trequently his tavern companions.
beggars, and prostitutes. The most [a
mous painting of Caravaggio’s second
stay in Naples, from October 1609 10
July 1610, during which time his face was badly
disfignred in yet aguin another brawl, is his dra-
matic Martyrdom of St. Ursala, his Tast work (now
in Naples™ Barogue Palazze
Via Toledo 183, an art muscum since 2014).

On until April 13 in Pruto. an ofl-the-beaten-
track Tuscan <ity, in the Pulazzo Pretorio, is Dopo
Caravaggir: 1l Seicento Napoletane in Mosira a
Praro or “Aller Caravaggio: | Tith Century Nea-
politan Art Exhibit in Prato.” As the title clearly
statcs, the exhibition s notl about Cannvaggio, but
aboul the painters, his contemporarics and others
of the next two generations, who lived in Naples.
studied his Neapolitan, and sometimes Roman,
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works, and were deeply influenced by
his style and subject matter.

Sixteen of the 19 paintings, never
exhibited publicly before, belong to
the Fondaaone De Vito, and the other
three to the Civic Muscum in Prato’s
Palazzo Pretorio, home 1o Tuscany's
second most important collectzon of
17th-century Neapolitan paintings af-
ter the Uffeze. The theee arc Battiste!
lo's Noli Me Tangere {161R). Mattia
Preti's Repudiation of Hagar (c.
1635-1640), and Nicola Malinconi-
co’s Good Samaritan (1703-6), the
exhibition’s final painting, Malincon-
ico {Naples, 1663-1721) was u stu
dent of Luca Giordano, protagonist of
the Neapolitan baroque. The Good
Samariran’s brilliant colors, its soft-
ness and the freedom of its brush
strokes are thanks (o Giondano. but its
subject had been painted by Ribera.

The Fondazione De Vito, head-
guartered al the Villa degli Ofmi, Via
della Casa al Vento 1774, 1n Vaglia. 2
picluresque hamlet 20 km. north of
Florence, was founded in 2011 by
Giuseppe De Vito (Portici. a neigh
horhood of Naples. 1924 Florence,
2015). He was a suecessful engineer,
scholar, collector of 17th century
Neupolitan art, and in 1982 founder of
the scholarly journal Ricerche sul
‘GN) napeletano, still published annually wath
the updated title of Ricerche per la storia del-
U'arte moderna @ Napoli. The foundation seeks
“to promote studics on the history of Modern Art
in Naples with exhibitions, seminars, conler-
cnees, scholarships
students.” Its headquarters house De Vito's &)
paintings and a library. Scholars can visit by
appointment: fondazione@ fondaziencdeviio it
tel. +39-055-549511.

De Vito's collection of | 7th-century Neapoli-
tan paintings, perhaps the most significant in pn
vale hands, includes works hy Giovanni Baltista
Caracciolo. nicknamed “Battstello.” Juscpe de

Maulincunicu’s Good Semantan.
o's Nalb Mo Targere and, botiom

publications, and for



Ribera, and many others. Very few of De Vito's puntings hive ever
ween exhihited publicly and, before Prato, only with De Vito's di
rect inlervention.

Pralo’s show, displayed in chronological order, is divided into
four purts: “Giovanni Battista Caracciolo 1618-35" “Jusepe De
Ribers and the Master of the Annuciation s the Shepherds 1632
1650." “Female Protagonists 1634-1652." and “Matta Preti and the
Second Half of the Century.” Tt opens with two paintings by Batris
tello: the recently-restored Young Se. John the Baprist and the Noli
me lanyere OF Prato’s Museum. The latter.
painted 1n 1618, when Battistello was in Flo-
rence it the Medics court, 18 considered his
masterpicee.

Battistello (Naples 1578 1635) 1s the only
painter on cxhibit to have met Caravaggio in
person, probably aroumd the time of Caravag
civ’s Radolovich commission in 1606, Battis-
1cllo was alsn among the first 1o adopl Cur
avaggio’s startling new style of cluaroscwo
with its human Ggures defined by spotlight,
His Immaculare Conceprion for the Church of
Santa Mana della Stella in Naples is consid
cred o be the first documented Car-
avaggesque painting. In stylisic and (hematic
relationship with these two paintings is Mas-
simo Stanzaone’s 8¢, John the Baprist in the
Desers. datable ta ¢, 1630). Again the saint is
deprcted as a youlh with a lamb.
Stanzione (Naples 1585-Naplex
1656) was the arch-rival of Span-
ish-horn {in Xativa near Valencia)
Jusepe de Ribera.

Ribera is the subject of the ex-
hibit's second scction together
with his pupil, also born in Xatva
and known as “The Master of the
Annunciation W the Shepherds™
D Vito identified him as Juan DO
(16177-16567). Bawstello and
Ribers were witnesses ar DOY's
marriage o Graza, the sister of
fellow painter Paceceo De Rosi,
who was a pupil of Stanzione.

Stunzione and Ribera, who was active in Naples from 1616 10
his death in 1652, both dominated the painting scene in Nuples for
several decades, depicting _:)rirnunl}' rrligiuus subjects. Ribera
was the most important painter for the development of Car-
avaggesyue mturalism, Te moved [rom Spain 1o Rome in 1612
where he lived on Via Marguta, joined the Academy of St. Luke.
and collaborated wath other forergn admurers of Carrvaggio, In
1616 he moved to Naples to avosd his creditors and there married
Caterina, daughter of the Sxiliun-born Neapolitan puinter Gro-
vanni Bernardino Azzolino, who introduced Ribera to the
Neapolitan art world.

Rihera soon headed a woekshop with numerous pupils and
collaborators. In addition to sacred scencs, he pamted hall fig-
ures of saints and philosophers, Lis 51, Anteony Abbar (1638),

Above, Jusepe die Ribens's
St Anlhorry Abbo. Bolow, Juisn Da's
Ot Man in Mediation with a Cartovche
and Young Man Smeling a Rose

on display here, 1s an almost photographic portrait. very sumlar
to many of Caravaggio’s saints, especially his two of St. Mark
{one destroyed dunng World War 1I) in Rome’s Church of San
lags dee Franeesi.

On the sume wall with 8t. Anthony Abbor arc three portruts
with philosophical themes by Ribera's stodent Juan DO, Mer in
Meditation in Front of @ Mirror (1620-45) is identifiable as a So-
cratic philosopher. Qld Man in Meditation with a Cartouche
(1648-52) has a Latn inscription about the transience of matenial
200ds and life itsell, The realistic, wrinkled,
low-class laces of hogh these half-length por-
traits are Canvagpesque. Less so i appear
ance, bul not thematically. is Do's Young Man
Smelling & Roxe, also an allegory of the tran-
sience of life. Morcover. in appearance Lhis
Young Man (the exlibition’s logo) seems sick-
Iy like many of Caravagsio’s portraits of mu-
sicians and of Bacchus, Section 2 ends with a
hall-length portrait of a Prophe (1640-435) by
Francesco Fruncanzano (1612-1636), another
student of Ribera. Francanzano’s portrait is
similar to DO 1wo older philosophical men,
arizely 1n appearance, hut the Prophet’s car-
towche is blank, awialing divine inspiration.

The canvasses of Section 3, painted in the
16405 ek 1650s, are still Caravaggesgue with
the protagonists spotlighted, bul their brighter
and greater varicty of colors
show a new Venetian and Flem-
1sh influence — a major wming
point. Marcover, their subjects
are lemale. not male, protagoe
nists froe the Old and New Tes-
taments and female martyrs.
Cithenoe, Ursula, Lucy, and
Agatha, very popular saints in
1Tk cenlury Nc:xpnlil:m paint-
ing. The spotlighted saint in 1The
Murivrdom of S1. Ursuda (1634-
6} by Neapolitan Giovanm Ricca
(1603-16567) 1s sumilar 10 Car-
avaggio’s painting of the same
subjecl 1n Palazzo Zevallos
Stighane. Likewise is St. Agarha (c. 1636-40) by Antonio Vaccaro
(Naples. 1604-70). The Myxtic Marriage of St. Catherine (1635)
hy Neapolitan Paolo Finoglio {1590-1645) shows an affinity to the
light and layout ol the Nole Me Tangere by Battistello. In contrast,
St. Ly (1645-8) by Neapolitan Bernarde Cavallino {1616-56).
who is said to have trined with Stanzionc and worked with
Fruncesco Francanzano, has a softer diffused hight and brighter
colars, including a Venelan red curtain.

Section 4 centers on four works by Calabrian Mattia Preti
(1613-1699). He trained in Rome before living in Naples trom
1653 1o 1660. 1l helped bring Caravaggio’s naturalisin into a fully
Baroque style. His Reprdiarion of Hagar was painted in Rome and
was heavaly influenced by Canvaggio’s chiaroscuro. Prato is oaly
# 20 minute train ride from Florence. Tr is worth a detour.O
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