
– as well as Austrian and German – sources 
for the highly original style that evolved over 
the course of the 1340s and 1350s are the ob-
ject of considerable debate. In 2019 a previ-
ously unknown work, small in scale though 
of exquisite quality, appeared on the art mar-
ket in France and was purchased by the Met-
ropolitan Museum of Art. The present article 
examines the architectural setting for the fig-
ures of the Virgin and Child, remarking on 
its predominantly Giottesque character.

On the ‘Annunciation’ of the  
Kaiser-Friedrich-Museum by Jacopo 
della Quercia
Gabriele Fattorini

The article draws attention to a wooden group 
of the ‘Annunciation’, bought in Florence in 
1880 by Wilhelm Bode for the Royal Muse-
ums in Berlin, as a work of the school of Ja-
copo della Quercia, of which the ‘Angel’ has 
survived, while the ‘Virgin’ was destroyed 
during the Second World War.
At the centre of considerable critical de-
bate in the first half of the 20th century, the 
‘Annunciation’ was subsequently forgotten 
about, even being believed to be a fake by 
Giovanni Bastianini. More recently two ‘Vir-
gins of the Annunciation’ similar to the one 
lost in Berlin have reemerged – one made of 
wood in the Château de Villevêque of Angers 
and the other in terracotta in the Museo della 
Castellina of Norcia – and have entered the 
catalogue of works by Jacopo della Quercia. 
Although devoid of polychromy, the group 
formerly in the Kaiser-Friedrich-Museum in 
Berlin is of no lesser quality, standing as a 
noteworthy accomplishment of Jacopo and 
datable to around the end of the first dec-
ade of the 1400s, the time when the sculptor 
worked at the Tomb monument of Ilaria del 
Carretto in the cathedral of Lucca and started 
planning the Fonte Gaia for Piazza del Cam-
po in Siena. It represents a fundamental prec-
edent for Jacopo’s later ‘Annunciations’, like 
those in the 1420s of the collegiate church of 
San Gimignano and the Sienese church of the 
Santuccio.
Before leaving Italy, our ‘Annunciation’ 
belonged to the Florentine sculptor Cesare 
Brazzini, who in 1875 tried to sell it to the 
Italian State for the Museo Nazionale del 
Bargello, where it was in fact exhibited from 
that year until 1880. The Ministry of Public 
Education, however, showed very little inter-
est in it and, lacking the necessary financial 
resources, allowed its owner the possibility 
of selling the two sculptures abroad.

Desiderio da Settignano the 
portraitist: “una testa del Chardinale 
di Portoghallo”, or the ‘Saint 
Lawrence’ in the Old Sacristy  
of San Lorenzo in Florence
Francesco Caglioti

The terracotta bust of a young ‘Deacon saint’ 
in the Old Sacristy of San Lorenzo in Flor-
ence – believed to be by Donatello from the 
18th century until 1957-1958, and then almost 
unanimously attributed to the later activity of 
Desiderio da Settignano (ca. 1455-1460) – has 
always posed, and still does, an iconograph-
ical dilemma. It is in fact not immediately 
recognizable either as a ‘Saint Lawrence’ 
(i.e. the traditional identification, with which 
it certainly deserved to be received in the Old 
Sacristy at the beginning of the 16th century 
at the latest), or as a ‘Saint Leonard’ (an al-
ternative mentioned in some of the Sacristy’s  
old inventories and reproposed by canon 
Domenico Moreni in 1817), but rather as the 
portrait of a man of Church contemporary to 
the sculptor.
In 1462 Desiderio was paid for a “head” of 
Prince James of Portugal, cardinal deacon of 
Sant’Eustachio, who had died in Florence in 
1459 at the age of twenty-five and was bur-
ied in the celebrated chapel named after him 
in the basilica of San Miniato al Monte. The 
payment of two fiorini larghi made to the 
sculptor corresponds to the value that in 1459 
had been assigned to a lost terracotta bust of 
the ‘Redeemer’ by his hand.
This paper shows that the “head” of James 
of Portugal has all the requisites for being 
the bust of the Old Sacristy, easily becom-
ing a ‘Saint Lawrence’ on its entry into that 
church, which has thus conserved it as such 
until present times.

Francesco di Giorgio in Urbino and 
the iconography of the ‘Flagellation’
Alessandro Angelini

The paper focuses on the relief representing 
the ‘Flagellation of Christ’ by Francesco di 
Giorgio conserved in the Galleria Naziona-
le dell’Umbria and aims to clarify certain 
iconographical issues that have remained 
unexplored, but which might shed new light 
on the presence of great artists in Urbino 
at the time of Federico da Montefeltro. The 
unusual way of presenting such a familiar 
evangelical subject, with the mourning fig-
ures of Mary and Saint John the Evangelist 
in evoking already the conclusive phase of 
the Passion, also involved the presence of fig-
ures in the right foreground, placed in clear 
contraposition to the protagonists of Christ’s 
martyrdom. We may infer that the figures 
are Barabbas, another prisoner and an armed 
soldier, according to an iconographical in-
terpretation descending directly from the 
text of Matthew’s Gospel. This rare though 
not exceptional iconography of the episode 
recalls another fundamental work, Piero del-

la Francesca’s ‘Flagellation’ of the Galleria 
Nazionale delle Marche in Urbino. Without 
wishing to enter into the obscure significance 
of this twofold version of the evangelical sub-
ject present ab antiquo in Urbino, we would 
affirm an entirely evangelical interpretation 
for Piero’s painting too, and the tendency 
of Francesco di Giorgio to make sometimes 
cryptic those historical or evangelical sub-
jects which had been elaborated in the hu-
manistic environment of the Urbino court.

Benedetto da Maiano: two proposals 
for the catalogue of terracottas
Gianluca Amato

An intense and expressive image of ‘Mary 
Magdalene’, today in the deposits of the Fon-
dazione Federico Cerruti per l’Arte (Castel-
lo di Rivoli Museo d’Arte Contemporanea,  
Rivoli-Turin), may be included in the illustri-
ous iconographical tradition of the Florentine 
‘Mary Magdalenes’ of the Quattrocento. The 
authorship and provenance of this consider-
able sculpture, modelled in terracotta and 
painted, were unknown. The present study 
retraces the complex sequence of events re-
lating to the work, associating it on stylistic 
grounds with the later activity of the Floren-
tine sculptor Benedetto da Maiano (Maiano 
1441 - Florence 1497), and recomposing the 
vicissitudes relating to its provenance, now 
identifiable thanks to documents in the com-
plex of Santa Elisabetta “delle Convertite” 
in Florence, whose coenobium was used as 
a shelter for repentant prostitutes up until the 
early 19th century.
The article also proposes to assign another 
famous work to the catalogue of terracottas 
by Benedetto da Maiano, the bust of ‘Saint 
Antonino Pierozzi’ today in the right transept 
of the basilica of Santa Maria Novella, one of 
the most important portraits of the archbishop  
of Florence whose authorship has for long re-
mained uncertain.

Evidence pointing to the identity of 
the ‘Master of the Sforza Altarpiece’
Antonio Mazzotta

The ‘Master of the Sforza Altarpiece’ is one 
of the unresolved mysteries of Milan at the 
time of the Sforza family and, more gener-
ally, of the history of art. Recently, however, 
it has been proposed that the artist might be 
identified as Giovanni Angelo Mirofoli from 
Seregno. This paper presents a series of ele-
ments that makes this identification plausible. 
An ‘Annunciation’, hidden in a small town in 
France, is here attributed to the ‘Master’ due 
to its similarities with a drawing by him in 
the Museé du Louvre and with his frescoes in 
the church of San Giorgio in Annone Brian-
za. It is argued that this ‘Annunciation’, made 
up of two wings, might have been part of the 
lost organ shutters that Mirofoli painted in 
1491 for the Duomo of Milan.196   [English Abstracts]
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