


Ancient Sources for Tullio Lombardo’s Adam

VALERIA CAFA
Assistant Curator, Museo Correr, Venice

he search for antique models for Tullio Lombardo’s

pathbreaking Adam (Figure 1) has occupied many

scholars, who have proposed various possible sources
in classical and Hellenistic sculpture and in late antique
ivories.! So far, their quest for a prototype has yielded no
definitive answer. Tullio (ca. 1455-1532) remains an elusive
historical figure: his artistic formation and influences are
still mostly matters of conjecture. What, then, might he have
seen and studied that could have inspired his Adam?

Identifying ancient sources is rarely a straightforward task.
Determining which ancient works were available, either
directly or indirectly, to a Renaissance artist is often com-
plicated by the existence of replicas and by uncertain iden-
tifications and generic descriptions of the kinds found in
sixteenth-century documents. In addition, the condition
of ancient sculptures seen during the Renaissance must
be ascertained, along with what was known about
them and, more important, how they were understood
and interpreted.

Venice, where Tullio worked in the studio of his father,
the sculptor Pietro Lombardo (ca. 1435-1515), presents its
own unique set of challenges for researchers. Information
about antiquities collections that were present in Venice in
the second half of the fifteenth century is far from complete.
Such collections were rarely documented in drawings or by
other visual means, and they are now mostly dispersed. An
investigation into Tullio’s sources is further hampered by the
lack of records—contracts or drawings, for instance—that
might convey some sense of which ancient works the artist
himself studied. Without solid evidence, the best we can
do, based on what we do know, is to develop hypotheses
about models he may have consulted.

That Tullio and the Lombardo family looked at ancient
sculpture is certain.? In 1532, the Venetian art collector and
connoisseur Marcantonio Michiel (1484—1552) noted that
an ancient carving in the collection of the wealthy Milanese
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merchant Andrea Odoni had once been in Tullio’s work-
shop.? In Michiel’s words, the “marble figure of a fully
draped but headless and armless woman is ancient and had
been in Tullio Lombardo’s shop, where he reused it a num-
ber of times in a number of his works.”* According to Debra
Pincus, the sculpture described by Michiel corresponds to a
Greek marble kore, perhaps from Crete, that was in the
Contarini collection in the second half of the sixteenth
century and is now in the Museo Archeologico Nazionale
in Venice (inv. 164-A). The kore may well have been the
source of the figures of the Virtues on the Vendramin tomb,*
the earliest known examples of the Christian Virtues ren-
dered in the form of the ancient Muses. This valuable piece
of evidence suggests that there was an ancient sculpture in
the Lombardo workshop by the end of the 1480s or the
beginning of the 1490s. Combining this information with
what is known about Venetian workshops during the
Renaissance, from Francesco Squarcione’s to Lorenzo
Lotto’s,* we can hypothesize that Tullio was surrounded by
genuine antiquities, and not just by plaster casts and reliefs.
Even more direct contact with antiquities would have
come through the business of restoring ancient sculpture
that Tullio ran with his younger brother, Antonio (ca. 1458—
1516).7 Pincus was the first to note that the second cen-
tury B.C. Muse of Philiskos, the so-called Cleopatra Grimani,
at the Museo Archeologico Nazionale in Venice (Figure 2)
is, in its present state, the result of an early modern restora-
tion that can be attributed to Tullio by reason of its quality
and technique. She dates the restoration about 1492-93,
very close in time to the carving of Adam.® This important
identification led Marcella De Paoli to study the collection
of ancient sculpture at the Museo Archeologico, singling
out works that had been subject to restorations. Eight of
these interventions she attributed to the Lombardo shop.’
It is difficult to imagine that restorations of such historic
significance would have been entrusted to Tullio if he had
not been reputed to possess a profound knowledge of
ancient sculpture. The Neapolitan Pomponio Gaurico
(1481/82-1530) wrote in his De sculptura (Florence, 1504)'"°
a detailed description of the ideal sculptor in which he
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suggests that Tullio, whom he regarded as “the most talented
of sculptors” of all time,"" had a thorough understanding of
ancient art. A good sculptor, Gaurico stated, needs to know
ancient art, must be able to recognize and distinguish
between subjects and iconographical attributes, and has to
possess both technical knowledge and what we might call
an “archaeological” understanding of antiquities."?

In a letter dated July 18, 1526, Tullio, then in his late six-
ties, argued for the superiority of sculpture over painting by
invoking the work of the ancients. Writing to his patron
Marco Casolini of Rovigo about the Madonna della Pieta,
which he was preparing to execute for the church of San
Francesco in Rovigo (the sculpture remains there to this
day), Tullio asserted, “Painting is an ephemeral and unstable
thing, while sculpture is much more incomparable and not
to be compared in any way with painting, because the
sculpture of the ancients can be seen up to our time, while
of their painting there is really nothing to be seen.”’* The
letter demonstrates, among other things, that the artist was
familiar with the paragone, a fashionable topic of debate at
the time, and had a command of the vocabulary needed to
discuss it."

Tullio’s knowledge and sophistication were probably
enhanced by travel. Unlike the cities that Venice controlled
on the mainland—Verona and Padua, for example, which
possess the ruins of ancient theaters and walls as well as
collections of inscriptions and fragments of indigenous
antique statues—Venice itself has no ancient remains of
its own. Any antiquity to be seen in Venice was imported
either from elsewhere in Italy—usually Rome—or, more
often, from Venetian dominions in the Greek world, espe-
cially Crete, Rhodes, and Asia Minor.” While it is difficult
to reconstruct detailed inventories of antiquities collections
that were formed in the Veneto during the Renaissance, that
task is even more problematic when it comes to collections
formed in Venice itself. Unlike many, much better docu-
mented assemblages of antiquities in Rome, Venetian col-
lections, which are known to have existed as far back as the
mid-fourteenth century,'® were dispersed very quickly and
at an early date."” Some, such as the Roman collection of
the Venetian cardinal Pietro Barbo (1417-1471), who
became Pope Paul Il in 1464,'® were noted for their quality
as well as their variety.

It is reasonable to suppose that Tullio, like many other
artists of his time, visited collections in cities such as Padua,
Bergamo, Ravenna, Mantua, and Ferrara, as well as in more
distant Roman cities, such as Aquileia and Pula, in Istria, the

1. Tullio Lombardo. Adam, ca. 1490-95. Carrara marble, H. 7814 in.
(191.8 cm). The Metropolitan Museum of Art, Fletcher Fund, 1936
(36.163). Photographs of Figures 1, 3, 4: Joseph Coscia Jr., The
Photograph Studio, MMA, 2014



2. Muse of Philiskos (known as Cleopatra Crimani), 2nd century B.C.,
restored in the 1490s probably by Tullio Lombardo. Marble, H. 46 s in.
(117 cm). Museo Archeologico Nazionale, Venice (inv. 53)

territory that supplied the white stone used by the Lombardo
family in Venice.” Moreover, as discussed below, there is a
chance that Tullio visited Rome before beginning work on
Andrea Vendramin’s tomb, for which he conceived his Adam.

Adam represents a young male nude in a classical con-
trapposto stance. The figure’s weight-bearing right leg is
straight, while the relaxed left leg bends slightly and rests
effortlessly on the ball of the foot. The right arm descends
naturally, with a slight bend, and the right hand, propped
on a low branch, barely touches the right hip. Adam holds
his bent left arm at a slight distance from his torso, his
extended forearm slightly raised to show a small, round fruit
held with the open fingers of his left hand. The supporting
element to the figure’s right is carved in the form of a tree
trunk, with ivy and a small serpent wrapped around it.

£

3. Detail of Adam

Adam’s head tilts gently to his left as he casts his gaze
upward (Figure 3). His facial features are regular: the eyes
large, the nose and jaw prominent, and soft lips slightly
open, revealing the upper teeth. His head is crowned by a
mop of curly hair, its regular, thick coils skillfully articulated
with the use of a drill (Figure 4). The locks are carefully
arranged across his forehead, and their luxuriant mass cov-
ers his ears, giving his hair the appearance of a helmet, in
the style of the time.?°

The figure’s left leg is drawn back only slightly, a place-
ment dictated by the shallowness of the niche for which
the sculpture was intended. The body is solid, supple, and
full; the linea alba is emphasized, the epigastric arcade is
just visible, and the navel recedes inward. The pose, which
derives from the Doryphoros of Polykleitos, one of the
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4. Detail of Adam’s locks of
hair formed with a drill

5. Head of Antinous Farnese,
A.D. 130-138. Marble,

H. 104 in. (26 cm). See
Figure 6
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greatest sculptors of classical antiquity, follows that proto-
type quite literally: the bent left arm corresponds to the taut
or engaged right leg, and the extended right arm to the
relaxed left leg. Several scholars have observed that an
obvious instability in the balancing of load-bearing and
free elements in Tullio’s Adam results in a posture that is on
the whole uncertain and unnatural.?’ Adam’s cursorily
defined back, shoulders, and buttocks probably served
Tullio as aids in constructing a solid and believable figure.
Although summarily finished, they were not intended to be
seen by the viewer.

Among the candidates most often cited as possible
sources for Adam are portraits of Antinous for their melan-
choly facial expression, and for their posture and modeling,
the Apollo Belvedere, the Mantua Apollo, and various
Doryphoros figures.? To these proposed prototypes, we may
add the Apollo Lykeios/Bacchus type for the sensual fullness
of its pose and the delicate treatment of its surfaces.

Scholars unanimously agree that Adam’s head is mod-
eled on that of Antinous, the handsome, much-depicted
favorite of the Roman emperor Hadrian (r. A.D. 117-138).
Most portrayals of Antinous, especially in their most diffuse
form, the Haupttypus, are easily recognizable. Their most
distinctive feature, the head, has thick, well-defined curls
arranged naturally but carefully around a wide, square face
with prominent but still boyish features (Figure 5).%* Some
thirty mentions have been found in Renaissance documents
of replicas or fragments of Antinous portraits in a variety of
collections in Italy, including heads, busts, reliefs, and stat-
ues, but not counting ancient coins and gems. The young
Antinous appears in diverse poses and roles, from the heroic
nude to the dignified figure of an Egyptian pharaoh. But
which head of Antinous might have inspired Tullio?**

That Antinous was well known in the circles frequented
by the Lombardo family can be inferred from a passage in
the De varia historia, written in 1523 by the Paduan philoso-
pher Niccolo Leonico Tomeo (1456—1531) and published in
1531. The author, who is one of the interlocutors in Gaurico’s
De sculptura, recounts how he recognized Antinous’s por-
trait in one of the “infinite number of medals” he owned,
and then narrates the sad events of the youth’s life.?> About
that time, Cardinal Pietro Bembo (1470-1547) owned
a beautiful marble bust of Antinous, although its prove-
nance remains unknown. It passed to the Farnese after his
death and, in the second half of the sixteenth century, was
mounted on the ancient torso of the Doryphoros now in
Naples’s Museo Archeologico Nazionale. The conjoining of
the two pieces is so successful that many scholars believe
the head and torso originally belonged to the same sculp-
ture (Figure 6).%°

Tullio’s Adam resembles the Antinous type particularly in
the modeling and inclination of the head, in the facial
expression and contemplative gaze, and, more generally, in



6. Antinous Farnese, 1st-2nd century A.D. Marble, H. 78% in.
(200 cm). Museo Archeologico Nazionale, Naples (inv. 6030)

the figure’s heroic, even proto-Romantic aspect.?” Specific
details, too, come from the ancient Antinous model: the
strigilated eyebrows, the structure of the nose, and the fleshy
lips. As Matteo Ceriana has noted, the Adam is “the most
faithful and at the same time the most innovative reading of
the ancient Antinous type in the whole of the Italian
Renaissance.”?

Especially relevant to Tullio’s conception of his Adam are
the several extant marble copies of Polykleitos’s Doryphoros
(Spear Bearer), a bronze sculpture dated about 440 B.C.
and now lost. The finest and best preserved of the copies is
currently in Naples’s Museo Archeologico Nazionale and
seems to have come from the excavations at Pompeii at the
end of the nineteenth century (Figure 7). Originally por-
trayed carrying a spear in his left hand, the figure poses in
mid-stride, following Polykleitos’s prototypical example

7. Doryphoros, 2nd-1st century B.C. Carrara marble, H. 8372 in.
(212 cm). Museo Archeologico Nazionale, Naples (inv. 6011).
Photograph: Album/Art Resource, New York

of the use of contrapposto to create a sense of potential
movement in a static figure. The right leg supports the
weight of the body, while the left leg is bent, with only the
ball of the foot touching the ground. Pliny the Elder was the
first to assign the invention of contrapposto to Polykleitos
(Naturalis Historia 34.56). It is worth noting that Pliny
was an important source for Tullio and his circle, which
included Gaurico and Andrea Vendramin’s nephew Ermolao
Barbaro (1453-1494), the author in the 1490s of the
Castigationes Plinianae, and also, some have suggested, one
of Tullio’s patrons.?*

The only clearly documented sculpture of the Doryphoros
type that Tullio might have known is the Satyr, or Martinori
Bacchus, now in the Ny Carlsberg Glyptotek in Copenhagen
(Figure 8). The work is a variant made between the first
and second centuries by a Roman copyist who represented
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8. Satyr, or Martinori Bacchus, 1st-2nd century A.D. Marble,
H. 79" in. (201 cm). Ny Carlsberg Glyptotek, Copenhagen
(inv. 158)

Polykleitos’s figure as the god Pan, recognizable by the ani-
mal pelt tied at his right shoulder. The first mention of this
sculpture in Rome is found in the Antiquarie prospetiche
romane, a pamphlet in verse by an unidentified author gen-
erally known as Prospetivo Milanese, who visited Rome
between January 1495 and March 1496.%° The anonymous
Milanese (his origins are worth noting, since the Lombardo
family, too, was from the Lombardy region) wrote that the
Satyr was at that time in the collection of the Santacroce
family, one of the first among the Roman nobility to create
a collection of antiquities.’ A drawing after this sculpture,
from a sketchbook (the so-called Codex Wolfegg, 1500—
1503, fol. 47v) of the Bolognese artist Amico Aspertini
(ca. 1474-1552), shows the work intact.’> However, Maarten
van Heemskerck (1498-1574), a more reliable recorder of
facts than Aspertini, represented it as headless and with
broken arms in the sketchbook from his trip to Italy about
1532-36.%% Although the Satyr was not mentioned until
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9. The Sick Man. Engraving from Fasciculus Medicinae. Published by
Johannes de Ketham (Venice, 1491), pl. V

about 1495-96, this does not preclude the possibility that
the sculpture was discovered earlier.

There may have been a Doryphoros figure in Venice,
also. In one of Michiel’s several mentions of fragments of
walking figures, he notes, for instance, that a “marble, male
nude, without head and hands, in the act of walking, which
is beside the door” in the Odoni collection “is antique.”?*
Michiel’s description suggests that the Odoni sculpture
could have been a Doryphoros. Moreover, Wendy Stedman
Sheard observed that the figure of the Sick Man (Tabula
quinta de anathomia) in a print by an unknown engraver
(Figure 9) derives from the Doryphoros.** This plate, which
Richard Stone was the first to associate with Tullio’s Adam,>®
is an illustration in the first Latin edition of the Fasciculus
Medicinae, published in Venice in July 1491 under the
name of the Viennese physician Johannes de Ketham.*” The
book, a collection of six short medical treatises, achieved
immediate popularity. Although we may never know which



Doryphoros figures Tullio actually saw, the type remains,
along with the Antinous and Apollo models, one of his most
likely ancient sources.

The possibility that Adam descends from the Apollo
Belvedere rests upon a hypothetical trip made by Tullio to
Rome. The white marble Apollo is a Hadrianic copy, carved
about A.D. 120-140, of a lost bronze original dated
340-320 B.C. and attributed to Leochares, a student of
Praxiteles (Figure 10).3® Discovered in 1489 in Rome in a
vineyard “above Santa Pudenziana,”*? the Apollo Belvedere
was first displayed in the Loggia del Viridario at the Palazzina
della Rovere in the Palazzo dei Santi Apostoli.® It was
moved to the Belvedere Gardens at the Vatican complex in
1508, several years after Giuliano della Rovere had became
Pope Julius 114 One of the most admired ancient artworks
of all time, the Apollo is considered the sculptural embodi-
ment of the ideal male nude and one of the most perfect
expressions of classical art. It is also characterized by a
sense of organic volume similar to that found in Tullio’s
Adam, which reproduces almost exactly several details of
the Apollo, including the cleft at the base of the tree trunk
from which a small snake emerges.

Could Tullio have seen the Apollo Belvedere in Rome
before starting work on his Adam about 1490? Scholars are
cautious on the subject, since there is no evidence that
Tullio traveled to Rome at such an early date, but they are
inclined to suggest a trip taken prior to 1521, the year of his
only documented visit, recorded by Cesare Cesariano.*
Sheard was the first to suggest one or more Rome trips at the
end of the 1470s and in the early 1480s, and certainly
before 1485.% Since the first visual records of the Apollo
Belvedere are two drawings in the Codex Escurialensis
(fols. 53, 64) that are generally dated between 1491 and
1506-8,* it is tempting to think that Tullio visited Rome—
and maybe not for the first time—about 1489. Otherwise, it
must be supposed that he saw drawings of the Apollo
Belvedere that predated those in the codex—graphic
records that so far have not come to light.*> Some years later,
the Apollo Belvedere sculpture had become well known in
Venice. The Milanese sculptor and architect Cristoforo
Solari, called il Gobbo (1468-1524), carved an Apollo
there that was about fifty inches high and “similar to that
seen in the garden of the Cardinal of San Pietro in Vincoli
[Giuliano della Rovere].”#

The extraordinary Apollo of Mantua (Figure 11) now in
Mantua’s Palazzo Ducale can be dated to the first to second
century A.D. Carved from Parian marble, this Kassel-type
Apollo is in very good condition, but unfortunately, nothing
is known of its provenance.*” Sheard was the first to men-
tion the Mantua Apollo as a possible source for Tullio’s
Adam, although no drawings from the late fifteenth century
allow us to say that the Apollo was known at that time.*

Similarities in modeling and pose prompt the suggestion
for the first time here that the Apollo Lykeios could have
served as a model for Tullio’s Adam.* It is not clear where
the name Lykeios comes from, but this sculpture type (see
Figure 12) has been associated with Praxiteles’s late work at
the end of the fourth century B.C. and is easily recognizable
from the position of the right arm, which rests on top of the
head in a posture of repose.”® The figure’s weight is on its
right leg, leaving the left leg relaxed and angled to the side,
creating a twist in the pelvis. There is a supporting element,

10. Apollo Belvedere,
A.D. 120-140. Marble,

H. 88"+ in. (224 cm).
Vatican Museums, Vatican
City (inv. 1015)
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11. Apollo of Mantua, 1st-2nd century A.D. Marble, H. 6074 in.
(153 cm). Palazzo Ducale, Mantua (inv. 6773). Photograph: Alinari/
Art Resource, New York

sometimes to the figure’s right (as in the case of Tullio’s
Adam) and sometimes to its left, where it is thought to have
been situated in Praxiteles’s original.

Various fragments of the Apollo Lykeios type survive,! as
do several representations of it on coins from the first cen-
tury B.C.—evidence of its longevity as an iconographical
type. This type of Apollo is widely diffused and is found in
numerous variations, most commonly in representations of
the god Bacchus. Tullio’s Adam shares the Apollo Lykeios
type’s fullness of form, the position of its right, weight-
bearing leg, and especially the position of the left leg, which
is slightly bent, in contrast to the Apollo Belvedere’s more
pronounced flexion. In addition, Adam’s right side, like that
of the Apollo Lykeios, projects outward. Might Tullio have
had direct knowledge of the Apollo Lykeios type?

In all probability, the sculptor knew the figure from
statuettes and/or from ancient Greek coins, which were

12. Apollo Lykeios, 2nd century A.D. Marble, H. 86%s in. (220 cm).
Museo Archeologico Nazionale, Venice (inv. 101)

plentiful in Venice and constituted the nuclei of the princi-
pal collections of antiquities there in his day. But this is not
the only possibility. There are two Lycian Apollos, Greek
in origin, in the Museo Archeologico Nazionale in Venice,
and both were originally in the collection of Cardinal
Domenico Grimani.>? The first is the monumental Apollo
Lykeios shown in Figure 12, often considered one of the
most complete and faithful replicas of Praxiteles’s original
work.>* The other is the figure of Dionysos in the sculpture
group Dionysos Leaning on a Satyr (Figure 13). This figure of
the god is clearly similar in its conception to the Apollo
Lykeios type. The Dionysos group (second-to-first cen-
tury B.C.) was discovered in Rome in the fifteenth century
in the area around Porta Maggiore. In 1483 it was noted
among the antiquities that Grimani left to the Statuario
Pubblico in Venice.”* When this transfer of ownership took
place and what the sculpture’s condition was at the time



13. Dionysos Leaning on a Satyr, 2nd-1st century B.C. Marble,
Dionysos figure H. 80 in. (203 cm). Museo Archeologico
Nazionale, Venice (inv. 119)

are not known; the work was later extensively restored. The
most complete and original parts of the Dionysos figure, the
torso and legs, seem to share a softness of modeling with
Tullio’s Adam.

Other examples of this type of Dionysos with a satyr
include Bacchus and Cupid (Figure 14) and an Apollo
Lykeios in the guise of Dionysos, both now in the
Museo Archeologico Nazionale in Naples.*® Sketches in
Van Heemskerck’s notebooks show these works in fragmen-
tary condition in the vast collection at the Palazzo Medici,
later known as the Palazzo Madama, in Rome (Figure 15).°¢
There are no surviving records indicating when they were
discovered, and nothing is known of their provenance; they
are noted here simply to emphasize how widely diffused
the Apollo Lykeios type was in Tullio’s time.

The many ancient works that Tullio might have known
suggest that he drew inspiration for his Adam from a wide

14. Bacchus and Cupid, mid-2nd century A.D. Marble, H. 89 in.
(226 cm). Museo Archeologico Nazionale, Naples (inv. 6307)

range of sources, both Greek and Roman, and then combined
them in original ways. Adam reveals a blending of influ-
ences from Praxiteles and Polykleitos: from the latter comes
the detail of the left leg resting on the ball of the left foot, and
from the former, the overall modeling of the figure. Tullio’s
use of a drill to mark the irises and the semicircular pupils
of Adam’s eyes stems from a traditional technique in Roman
Imperial portraiture that was adapted in the Lombardo
workshop to give expression to a figure’s gaze. It also seems
plausible that Tullio could have drawn from works in a vari-
ety of media, including paintings, medals, bronze statuettes,
and coins. The fact that only the head of Adam is influenced
by Antinous suggests that the sculptor might have had
access to no more than a bust of that figure—perhaps a
marble head or a likeness struck on a coin.

In borrowing from multiple sources to create an Adam
that was manifestly all’antica yet whose direct lineage
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would have been impossible to pin down, Tullio was in line
with ancient precedents, notably the Greek painter Zeuxis,*”
and could well have been guided by Seneca’s and Petrarch’s
theories of creative imitation. Referring to the art of litera-
ture, Petrarch (1304-1374) wrote: “Similarity must not be
like the image to its original in painting where the greater
the similarity the greater the praise for the artist, but rather
like that of a son to his father. While often very different in
their individual features, they have a certain something our
painters call an air [umbra quedam et quem pictores nostri
aerem vocant], especially noticeable about the face and
eyes, that produces a resemblance; seeing the son’s face we
are reminded of the father’s.” He went on to recommend
that “the similar be elusive and unable to be extricated
except in silent meditation, for the resemblance is to be felt
rather than expressed.”*®

Having several sources allows Adam to be all” antica
without citing one celebrated antecedent in particular. If
recognized, such a prototype would have conferred dis-
tracting associations. Adam, after all, could not too closely
resemble an Antinous, a Bacchus, or an Apollo without
changing the meaning of the work. So instead, Tullio took
elements from a variety of sources and transformed them—
just, as Lucius Seneca (4 B.C.—A.D. 65) taught, as bees col-
lect pollen from many types of flowers to make honey.>

The success of the Adam was immediate but relatively
brief and limited to a local sphere. In the end, Tullio’s exper-
iment with neo-antique classicism did not enjoy widespread
or long-lasting favor, and the artist did not revisit it in his
ambitious, large-scale projects, such as the Giovanni

15. Maarten van Heemskerck
(Netherlandish, 1498-1574), Loggia in
the Palazzo Madama-Medici, 1530s.
Pen and brown ink, 84 x 1172 in. (21.1 x
29 cm). Kupferstichkabinett, Staatliche
Museen, Berlin (79 D 2][al, fol. 48r).
Photograph: Scala, Florence/BPK,
Bildagentur ftir Kunst, Kultur und
Geschichte, Berlin

s |

Mocenigo tomb in Santi Giovanni e Paolo, begun just after
the Vendramin monument. Into those he channeled his
abiding interest in architecture, evident in works he exe-
cuted in Venice, Treviso, and Belluno,*® and in high-relief
sculpture, exemplified by two double portraits, one in
Venice (see Figure 14 in “Adam by Tullio Lombardo,” by
Luke Syson and Valeria Cafa in the present volume) and
one in Vienna, and by the Chapel of Saint Anthony in the
Basilica of Saint Anthony in Padua.®'

ACKNOWLEDGMENTS

The research for this article was carried out in large part
during the course of an Andrew W. Mellon Postdoctoral
Curatorial Fellowship (2010-12) in the Department of
European Sculpture and Decorative Arts at The Metropolitan
Museum of Art. | extend sincere gratitude to James David
Draper for taking me into the small group of scholars and
conservators working on Adam. To him and to Luke Syson,
I am most grateful for many stimulating conversations and
suggestions. | am also indebted to Erin Pick for her invalu-
able assistance and support. My thanks go to the con-
servators Carolyn Riccardelli, Michael Morris, and Jack
Soultanian for sharing with me their findings and thoughts
during the restoration of Adam and for the pleasant time we
spent together on the scaffolding in Venice. Special thanks
to Matteo Ceriana for his help and encouragement, to
Vincenzo Farinella, and to Marcella De Paoli at the Museo
Archeologico Nazionale in Venice for giving me access to
the museum’s collection.



NOTES

1. For research on the antique sources of Tullio’s Adam, see Planiscig
1937, p. 103, where it is suggested that there is no specific proto-
type because “It is the spirit of the antique which, having been
assimilated, is expressed here” (Es ist der Geist der Antike, der,
assimiliert, hier zum Ausdruck kommt), and where Adam is char-
acterized as a “soft bacchic ephebe with the Antinous-like face”
(bacchische Ephebe mit dem Antinoos-Gesicht); Remington 1937,
p. 61, “the work is not a servile copy, it has as yet been impossible
to trace the particular statue which may have provided him with
the basis of his idea”; Mariacher 1954, p. 370, “a new Greek
Apollo” (no type specified); Pope-Hennessy 1958, p. 111, Apollo
Belvedere, Capitoline Antinous; Sheard 1971, p. 168, “the Classical
rigor of Doryphorus,” Mantuan or Kassel-type Apollo, and p. 169,
Antinous; Wilk 1978, p. 22, Mantuan or Kassel-type Apollo and
(late) Classicistic ivory sculpture for the “unstable contrapposto,
unclassical proportions and abstract description of skin surface”;
Smyth 1979, p. 212, “an Apollonian, square-shouldered nude in the
spirit of the antique, drawing on various Hellenistic and Roman
models—types of Apollo and Antinous—and yet by no means a
copy”; Huse and Wolters 1990, p. 150, “Apollo of Mantua”; Luchs
1995, p. 45, “Greek and Roman nudes descending from Polykletian
models of the fifth century B.C.”; Ceriana 2005, p. 532, “the most
faithful and at the same time the most innovative reading of the
ancient Antinous type in the whole of the Italian Renaissance”;
Morresi 2006, p. 67, “neo antique and nude Adam”; Blake McHam
2007-, “The idealized male nude type derives from antique stat-
ues of Apollo, although its unstable contrapposto, unclassical pro-
portions and abstract description of skin surfaces also suggest the
influence of Late Antique ivory sculpture”; Sarchi 2008, p. 96, “a
very graceful version of the tradition of the Apollo Ephebe that
decends from Polykleitos.” The artist also had other influences,
including the work of contemporary painters, and especially their
treatment of faces and coiffures. See Luchs 2009, p. 5.

. Ithas also been noted, for example, that Antonio Lombardo’s relief
Putto Riding on a Dolphin on the Vendramin tomb derives from an
antique cameo owned by the jeweler Domenico di Piero. See
Schofield 2006, pp. 161-62, with ample earlier bibliography.

. For this, see Lorenzo Lotto’s Portrait of Andrea Odoni (1527) in the
Royal Collection at Hampton Court. For Odoni’s collection, see
Favaretto 1990a, pp. 75-79. For Odoni’s house and collection, see
Martin 2000.

. “La figura marmorea de donna vestita intiera, senza la testa e
mani, € antica; e solea essere in bottega de Tullio Lombardo,
ritratta da lui pili volte in pit sue opere”; Michiel 1800, p. 60.
Michiel’s Notizia d’opere di disegno was written between 1522
and 1532 but was not published until 1800. It is useful to note that
its editor, Jacopo Morelli, pointed out that Bellini, too, owned
antiquities, as is also mentioned in De marmoreo Platonis capite
apud Bellinos Venetiis, a verse work by Piero Valeriano, and in an
epigram by Raffaele Zovenzonio, In Venerem Gentilis Bellini; see
Michiel 1800, p. 194. Michiel’s observation was first noted in
Planiscig 1921, p. 228. Pietro Aretino also saw the Odoni collec-
tion; see Favaretto 2002, p. 130.

. Pincus 1981. This suggestion was accepted and discussed in
Favaretto 1999, pp. 238-39. See also De Paoli 2004, p. 132. For
the sculpture itself, see Traversari 1973, pp. 167-68.

. Favaretto 19904, in particular for Squarcione; she also cites the
workshops of Bellini, Mantegna, and Lotto.

. Alessandra Sarchi (2004, p. 47n55) hypothetically attributes the
restoration of the Crimani Hermaphrodite (Museo Archeologico

11.

12.
13.

14.
15.

16.

17.

18.

19.
20.

25.

26.

27.

28.

29.

Nazionale, Venice, inv. 198) to Antonio, a suggestion explored fur-
ther in Sarchi 2007, pp. 355-57.

. Pincus (1979, p. 38) suggests that this restoration was commis-

sioned by Ermolao Barbaro. See also De Paoli 2004, p. 155, and
De Paoli in Ceriana 2004, p. 190 (“Musa, detta Cleopatra
Grimani”).

. De Paoli 2004; De Paoli 2007.
. Critical edition with parallel text in Gaurico (1504) 1999. Pomponio

Gaurico’s first treatise on sculpture was published when he was
not much older than twenty. The Neapolitan’s friendship with
Tullio is documented; see Paolo Cutolo in ibid., pp. 246-55.

“che egli & il piu valente di tutti gli scultori che abbia mai visto
alcun’epoca”; ibid., pp. 250-51.

See Sheard 1979, p. 202, and Pope-Hennessy 1958, p. 112.

“la pittura € cosa caduca . . . la scoltura € molto piu senza
comparatione, et non da parragonar con pittura per niun
modo, perché de antiqui se ritrova sino alli nostri tempi de le sue
scolture, con pitture veramente nulla si pol vedere”; Ames-Lewis
2000, p. 153. See also Puppi 1972, p. 103, and most recently
Collareta 2007. The antecedents are discussed in Sheard 1992,
pp. 79-81.

Collareta 2007.

For the ties between Venice and Greece, see Beschi 1986,
pp. 326-38; P. Brown 1996; and Favaretto 2002.

Favaretto 2002, p. 126. See Zorzi 1988, pp. 15-24, for collections
in the fifteenth century.

This topic has been treated widely; see for instance Favaretto
1990a; Favaretto 1990b; Favaretto 2002; and Bodon 2005.

For the Barbo collection, which consisted primarily of coins and
gems, see Salomon 2003, with earlier bibliography.

Sheard 1971, p. 165.

See Sheard 1979, where this figure is compared in particular with
the youths in Giorgione’s work.

. Wilk 1978, p. 22; Blake McHam 2007- .
22.
23.
24.

See note 1 above.

See Vout 2005, with earlier bibliography.

John Pope-Hennessy (1958, p. 111) suggested the Antinous
Capitolinus as a reference despite the fact that it was not discov-
ered at Hadrian’s Villa in Tivoli until the early eighteenth century.
See Haskell and Penny 1981, p. 143.

“infinite medaglie,” as quoted in Gregory and Woolfson 1995,
p. 260.

See Michiel 1800, p. 20 (for Bembo's collection); Gregory and
Woolfson 1995, p. 254; and Lucherini 2007. On this sculpture, see
Bober and Rubinstein 1986, p. 163n128, where it is also sug-
gested that the restoration was carried out in the 1520s, perhaps
by Lorenzetto. See also Riebesell 1989, pp. 62-64, and more
recently, Anna Maria Riccomini, “Testa ritratto di Antinoo su torso
antico,” in Beltramini, Gasparotto, and Tura 2013, pp. 332-33
(with earlier bibliography).

Sheard 1971, p. 169; Sheard 1985, p. 426. An exhibition dedicated
to Antinous was held at Hadrian’s villa in 2012. See the catalogue,
Sapelli Ragni 2012, and in particular the essay Cadario 2012.

“la piu fedele e insieme innovativa rilettura del tipo antico
dell’Antinoo di tutto il Rinascimento italiano”; Ceriana 2005,
p. 532.

Sheard (1979, p. 202) offers an interesting hypothesis about the
possible contribution of Barbaro, one of the most refined, cultured
humanists of his time and an editor of Pliny. Reiterated in Pincus
1979, pp. 28, 40-41, and again in Sheard 1997, p. 164, where
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30.

31.

32.
33.

34.

35.
36.

37.

38.

39.

40.

41

43.

44,

45.

Barbaro is given partial credit for the choice of the Arch of
Constantine as a model for the Vendramin tomb. For this, see also
Sarchi 2008, pp. 90-91. For Pliny’s reception in the Renaissance,
see Blake McHam 2013, especially pp. 259-61, for Gaurico’s debt
to the Naturalis Historia.

This is the most recent dating; it was suggested by Agosti and Isella
2004, and it is based on information in the pamphlet.

Ibid., pp. 67-68. For the Santacroce collection, see Christian 2002
and 2010, pp. 372-74.

See Schweikhart 1986.

Sketchbook 79 D 2, fol. 23r, and details of the head on fol. 36v;
Kupferstichkabinett, Staatliche Museen, Berlin. For other icono-
graphic sources, see Vicarelli 2007, pp. 71-73. It is interesting to
note that in the sculpture’s restored state, its gestures are very close
to those of Tullio’s Adam: its right hand rests on pipes of Pan, and
its left delicately holds an object.

“El nudo, senza mani e senza testa, marmoreo, in atto de cammi-
nar, che e appresso la porta, € opera antica”; Michiel 1800, p. 60.
Sheard 1985, p. 126.

Stone (1972-73) also proposes it as a terminus ante quem for dat-
ing Tullio’s Adam.

An annotated English translation was published in 1988; see
Ketham (1491) 1988. The first vulgate edition, published in 1494,
is analyzed in Pesenti 2001, where it is revealed that on June 17,
1496, when Giorgio Ferrari from Monferrato, the doctor who cor-
rected the text, asked the Venetian Consiglio for the privilege, he
had already been working on the project for sixteen years.
Haskell and Penny 1981, pp. 148-51, no. 8; Erika Simon, “Apollo,”
in LIMC 1981-99, vol. 2, part 1 (1984), p. 198; Bober and
Rubinstein 1986, pp. 71-72, no. 28. Today this work is in the
Vatican Museums, Vatican City, in the Cortile Ottagono, inv. 1015.
For its later reception, see Winner 1998.

Christian 2010, pp. 368—69. See also Magister 2002, pp. 536-38;
Agosti and Isella 2004, p. 49.

Deborah Brown (1986, p. 236) first identified the “cappel genoves”
noted by Prospetivo Milanese as the Genoese Cardinal Paolo
Campofregoso, who lived at the Palazzina della Rovere from 1496
to 1498, instead of Cardinal Guiliano della Rovere, who was not
from Genoa. For the collection of Cardinal della Rovere, see
Agosti and Isella 2004, p. 49.

. For this relocation, see Nesselrath 1998, p. 1.
42.

The only mention of a trip to Rome by Tullio Lombardo in contem-
porary documents is in Cesare Cesariano’s translation of and com-
mentaries on Vitruvius’'s De architectura (1521, fol. 48v); this
passage was noted in Agosti 1990, pp. 69-70.

Sheard 1984, p. 173n58; Sheard 1997, pp. 161, 170. Fabio Benzi
(2008, p. 59) reaffirms that Tullio must have visited Rome, perhaps
at the end of the 1480s, and posits a “logical” stop in Florence to
see Lorenzo de’ Medici’s collection. For a trip to Rome, see also
Sarchi 2008, pp. 88-93, 93-101 (for the detailed references to
Roman antiquities).

The Codex Escurialensis, a Renaissance sketchbook taken to Spain
ca. 1506, is in the collection of the Real Biblioteca del Monasterio
de San Lorenzo de El Escorial, Madrid. For a facsimile, see
Egger 1905-6; see also Magister 2002, p. 541, with earlier
bibliography.

Adam is not the only figure on the Vendramin monument to have
ancient sources. See Pope-Hennessy 1958, p. 112, for the modeling

46.

47.
48.
49.
50.
51.

52.
53.

54.

55.

56.

57.

58.

59.
60.
61.

of the two armored warriors and their similarity to the Mars in the
Musei Capitolini, Rome.

“ad similitudinem illius qui in hortis Cardinalis Sancti Petri
ad Vincula visitur”; Agosti and Isella 2004, p. 50. This passage
from the Antiquarie prospetiche romane is also cited by
Sheard (1986, p. 9), who suggests that it is perhaps the first writ-
ten reference to the reception of the Apollo Belvedere in
Renaissance sculpture.

Papini 2008. For the Kassel type, see Gercke 1991; Vierneisel and
Gercke 1992; and Kasseler Apoll 2007.

Sheard 1971, p. 168, followed by Wilk 1978, p. 22.

Schréder 1989.

Milleker 1987.

Erika Simon, “Apollo,” in LIMC 1981-99, vol. 2, part 1 (1984),
p. 193, and vol. 2, part 2 (1984), p. 184.

For the Grimani collection, see Perry 1972 and 1978.

Traversari 1973, pp. 92-93; Favaretto and Traversari 1993, pp. 70,
72, 74-75.

Perry 1972, p. 128; Favaretto and Traversari 1993, pp. 120, 122-23;
Favaretto, De Paoli, and Dossi 2004, pp. 64-65.

For Bacchus and Cupid (inv. 6307), see Carmela Capaldi in
Gasparri 2009, pp. 135-36, no. 60; for the Dionysos (inv. 6318),
see ibid., pp. 133-34, no. 59.

Sketchbook 79 D 2(a), fol. 48r, Kupferstichkabinett, Staatliche
Museen, Berlin. For Van Heemskerck’s drawings of the antiquities
at the Palazzo Medici, see most recently Christian 2012,
especially pp. 146—47. For the collection at the Palazzo Medici,
see Christian 2010, pp. 332-39. For the marble groups, see
Gasparri 2009, nos. 59, 60. For the Bacchus and Cupid, see
Riebesell 1989, p. 44.

Well known in the Renaissance, the legend of Zeuxis and the maid-
ens of Croton tells how the renowned painter, commissioned to
paint a portrait of Helen of Troy for the temple of Croton, asks to see
the five most beautiful women (naked, of course) of the city. When
they were assembled, he drew inspiration from all of them in fash-
ioning his image of ideal beauty, since such a thing was not to be
found in one single model. For the ample literature on the topic, see
Barkan 2000 and Grafton 2001, pp. 146-48.

“curandum imitatori ut quod scribit simile non idem sit, eamque
similitudinem talem esse oportere, non qualis est imaginis ad eum
cuius imago est, que quo similior eo maior laus artificis, sed qualis
filii ad patrem. In quibus cum magna sepe diversitas sit membro-
rum, umbra quedam et quem pictores nostri aerem vocant, qui in
vultu inque oculis maxime cernitur, similitudinem illam facit, que
statim viso filio, patris in memoriam nos reducat, cum tamen si res
ad mensuram redeat, omnia sint diversa; sed est ibi nescio quid
occultum quod hanc habeat vim. Sic et nobis providendum ut cum
simile aliquid sit, multa sint dissimilia, et id ipsum simile lateat ne
deprehendi possit nisi tacita mentis indagine, ut intelligi simile
queat potiusquam dici. Utendum igitur ingenio alieno utendum-
que coloribus, abstinendum verbis; illa enim similitudo latet, hec
eminet; illa poetas facit, hec simias”; Petrarca, Familiari 23.19.11-13
(1942, p. 206). For both the English translation by Aldo S. Bernardo
(Petrarca 1985, pp. 301-2) and a discussion of the text, see Bolland
1996, p. 481.

Seneca, Letters 84.3-4, as discussed in Ackerman 2002, pp. 129-31.
Guerra, Morresi, and Schofield 2006.

Blake McHam 1994.



REFERENCES

Ackerman, James S.
2002 Origins, Imitation, Conventions: Representation in the
Visual Arts. Cambridge, Mass.: MIT Press.
Agosti, Giovanni
1990 Bambaia e il classicismo lombardo. Turin: Einaudi.
Agosti, Giovanni, and Dante Isella, eds.
2004 Antiquarie prospetiche romane. Parma: Fondazione
Pietro Bembo.
Ames-Lewis, Francis
2000 Drawing in Early Renaissance lItaly. Rev. repr. ed. New
Haven: Yale University Press. Originally published 1981.
Barkan, Leonard
2000 “The Heritage of Zeuxis: Painting, Rhetoric, and
History.” In Antiquity and Its Interpreters, edited by
Alina Payne, Ann Kuttner, and Rebekah Smick,
pp. 99-109. Cambridge and New York: Cambridge
University Press.
Beltramini, Guido, Davide Gasparotto, and Adolfo Tura, eds.
2013 Pietro Bembo e I'invenzione del Rinascimento. Exh. cat.
Palazzo del Monte di Pieta, Padua. Venice: Marsilio.
Benzi, Fabio
2008 “Un bassorilievo inedito di Tullio Lombardo e alcune
ipotesi sulle sue relazioni con Roma e Firenze e con
Iautore del disegno per I'Hypnerotomachia Poliphili.”
In Andrea Bregno: Il senso della forma nella cultura
artistica del Rinascimento, edited by Claudio Crescentini
and Claudio Strinati, pp. 53-63. Florence: Maschietto.
Beschi, Luigi
1986 “La scoperta dell'arte greca.” In Dalla tradizione
all'archeologia, vol. 3 of Memoria dell’antico nell’arte
italiana, edited by Salvatore Settis, pp. 292-372.
Turin: Einaudi.

Blake McHam, Sarah

1994 The Chapel of St. Anthony at the Santo and the Develop-
ment of Venetian Renaissance Sculpture. Cambridge:
Cambridge University Press.

2007—- “Tullio Lombardo.” Grove Art Online; Oxford Art
Online. www.oxfordartonline.com.

2013 Pliny and the Artistic Culture of the Italian Renaissance:

The Legacy of the Natural History. New Haven and
London: Yale University Press.
Bober, Phyllis Pray, and Ruth Rubinstein

1986 Renaissance Artists & Antique Sculpture. London:
H. Miller.
Bodon, Giulio
2005 “Per lo studio delle antichita greche nel collezionismo

veneto: Alcune riflessioni.” In Giulio Bodon, Veneranda
Antiquitas: Studi sull’eredita dell’antico nella Rinascenza
veneta, pp. 153-79. Bern and Oxford: P. Lang.
Bolland, Andrea
1996 “Art and Humanism in Early Renaissance Padua:
Cennini, Vergerio and Petrarch on Imitation.”
Renaissance Quarterly 49, pp. 469-87.
Brown, Deborah
1986 “The Apollo Belvedere and the Garden of Giuliano della
Rovere at SS. Apostoli.” Journal of the Warburg and
Courtald Institutes 49, pp. 235-38.
Brown, Patricia Fortini
1996 Venice & Antiquity: The Venetian Sense of the Past.
New Haven: Yale University Press.

Cadario, Matteo

2012

“Le molteplici e mutevoli immagini di Antinoo.” In
Sapelli Ragni 2012, pp. 64-77.

Campbell, Stephen J.

2011

“Antico and Mantegna: Humanist Art and the Fortune
of the Art Object.” In Eleanora Luciano, Antico: The
Golden Age of Renaissance Bronzes, pp. 27-44.

Exh. cat. Washington, D.C.: National Gallery of Art;
New York: The Frick Collection.

Ceriana, Matteo

2004

2005

2007

as editor. Il Camerino di Alabastro: Antonio Lombardo e
la scultura all’antica. Este a Ferrara. Exh. cat. Castello di
Ferrara. Milan: Silvana.

“Lombardo, Tullio.” In Dizionario biografico degli
Italiani, vol. 65, pp. 530-39. Rome: Istituto della
Enciclopedia Italiana.

as editor. Tullio Lombardo: Scultore e architetto nella
Venezia del Rinascimento; Atti del convegno di studi,
Venezia, Fondazione Giorgio Cini, 4-6 aprile 2006.
Verona: Cierre.

Christian, Kathleen Wren

2002

2010

2012

“From Ancestral Cults to Art: The Santacroce Collection
of Antiquities.” In Senso delle rovine e riuso dell’antico,
edited by Walter Cupperi, pp. 255-72. Annali della
Scuola Normale Superiore di Pisa, Classe Lettere e
Filosofia, Serie IV, Quaderni 14. Pisa: Scuola Normale
Superiore di Pisa, Classe Lettere e Filosofia.

Empire without End: Antiquities Collections in Renais-
sance Rome, c. 1350-1527. New Haven and London:
Yale University Press.

“For the Delight of Friends, Citizens, and Strangers:
Maarten van Heemskerck’s Drawings of Antiquities
Collections in Rome.” In Rom zeichnen: Maarten van
Heemskerck 1532-1536/37, edited by Tatjana Bartsch
and Peter Seiler, pp. 129-56. Berlin: Gebr. Mann.

Collareta, Marco

2007

“Aspetti del ‘paragone’ al tempo di Tullio Lombardo.”
In Ceriana 2007, pp. 183-85.

De Paoli, Marcella

2004

2007

“Opera fatta diligentissimamente”: Restauri di sculture
classiche a Venezia tra Quattro e Cinquecento. Rome:
L’Erma di Bretschneider.

“I Lombardo e i restauri delle sculture antiche dei Grimani
di Santa Maria Formosa.” In Ceriana 2007, pp. 361-68.

Egger, Hermann, ed.

1905-6

Codex Escurialensis: Ein Skizzenbuch aus der Werkstatt
Domenico Ghirlandaios. 2 vols. Vienna: A. Holder.

Favaretto, Irene

1990a

1990b

1999

Arte antica e cultura antiquaria nelle collezioni venete al
tempo della Serenissima. Rome: L'Erma di Bretschneider.
“Sculture greche da collezioni veneziane disperse e il
mercato d‘arte antica a Venezia al tramonto della Serenis-
sima.” In Venezia e I'archeologia: Un importante capitolo
nella storia del gusto dell’antico nella cultura artistica
veneziana; congresso internazionale, pp. 113-18. Supple-
mento alla Rivista di archeologia 7. Rome: L'Erma di
Bretschneider.

“La raccolta di sculture antiche di Francesco Squarcione
tra leggenda e realta.” In Francesco Squarcione: Pictorum
gymnasiarcha singularis; atti delle giornate di studio

Ancient Sources for Tullio Lombardo’s Adam

45



46

Padova, 10—11 febbraio 1998, edited by Alberta De
Nicolo Salmazo, pp. 233-44. Padua: Il Poligrafo; Musei
Civici di Padova.
2002 “Sculture greche nel territorio della Repubblica.” In
L'eredita greca e I’ellenismo veneziano, edited by Gino
Benzoni, pp. 123-38. Florence: L. S. Olschki.
Favaretto, Irene, Marcella De Paoli, and Maria Cristina Dossi, eds.

2004 Museo Archeologico Nazionale di Venezia. Milan: Electa.
Favaretto, Irene, and Gustavo Traversari
1993 Tesori di scultura greca a Venezia: Raccolte private del ’500

al Museo Archeologico. Venice: Cartotecnica Veneziana.
Gasparri, Carlo, ed.
2009 Le sculture Farnese. Vol. 1 of Le sculture ideali. Texts by
Carmela Capaldi and Stefania Pafumi. Milan: Electa.
Gaurico, Pomponio
1999 De sculptura. Translated, edited, and with notes by
Paolo Cutolo; contributions by Francesco Divenuto,
Francesco Negri Arnoldi, and Pasquale Sabbatino.
Naples: Edizioni Scientifiche Italiane. Originally pub-
lished Florence: Giunti, 1504.
Gercke, Peter
1991 Apollon und Athena: Klassische Gétterstatuen in
Abgtissen und Rekonstruktionen. Exh. cat. Kassel:
Staatliche Kunstsammlungen Kassel.
Grafton, Anthony
2001 Leon Battista Alberti: Master Builder of the Italian
Renaissance. London: Allen Lane.
Gregory, Andrew, and Jonathan Woolfson
1995 “Aspects of Collecting in Renaissance Padua: A Bust of
Socrates for Niccolo Leonico Tomeo.” Journal of the
Warburg and Courtauld Institutes 58, pp. 252—65.
Guerra, Andrea, Manuela M. Morresi, and Richard Schofield, eds.
2006 | Lombardo, architettura e scultura a Venezia tra 400 e
‘500. Venice: IUAV; Marsilio.
Haskell, Francis, and Nicholas Penny
1981 Taste and the Antique: The Lure of Classical Sculpture,
1500—-1900. New Haven: Yale University Press.
Huse, Norbert, and Wolfgang Wolters
1990 The Art of Renaissance Venice: Architecture, Sculpture,
and Painting 1460—1590. Translated from the German
by Edmund Jephcott. Chicago: University of Chicago
Press. Originally published Munich: C. H. Beck, 1986.
Kasseler Apoll
2007 Griechische Klassik und romische Kopie: Der Kasseler
Apoll. Kassel: Museumslandschaft Hessen Kassel.
Ketham, Johannes de
1988 The Fasciculus Medicinae of Johannes de Ketham
Alemanus. Facsimile of the First (Venetian) Edition of
1491. English translation by Luke Demaitre; 1923 com-
mentary by Karl Sudhoff, translated by Charles Singer.
Birmingham, Ala.: Classics of Surgery Library.
LIMC
1981-99 Lexicon Iconographicum Mythologiae Classicae. Edited by
John Boardman et al. 9 vols. in 18 parts. Ziirich: Artemis.
Lucherini, Vinni
2007 “La modernita degli antichi nel primo Cinquecento, o
della collezione padovana di Pietro Bembo.” Venezia
arti 21, pp. 42-55.
Luchs, Alison
1995 Tullio Lombardo and Ideal Portrait Sculpture in
Renaissance Venice, 1490—1530. Cambridge: Cambridge
University Press.

2009 “A Sculpture of Longing: Tullio Lombardo, Nostalgia for
Antiquity, and Modern Venetian Sculpture.” In Tullio
Lombardo and Venetian High Renaissance Sculpture,
edited by Alison Luchs, pp. 4-19. Exh. cat. Washington,
D.C.: National Gallery of Art.
Magister, Sara
2002 Arte e politica: La collezione di antichita del cardinale
Giuliano della Rovere nei Palazzi ai Santi Apostoli.
Rome: Accademia Nazionale dei Lincei.
Mariacher, Giovanni
1954 “Tullio Lombardo Studies.” Burlington Magazine 96,
no. 621 (December), pp. 366—74.
Martin, Andrew John
2000 “’Amica e un albergo di virtuosi”: La casa e la collezione
di Andrea Odoni.” Venezia Cinquecento, anno 10,
no. 19, pp. 153-70.
Michiel, Marcantonio
1800 Notizia d’opere di disegno nella prima meta del secolo
XVI. Esistenti in Padova, Cremona, Milano, Pavia,
Bergamo, Crema e Venezia, scritta da un anonimo di
quel tempo. Edited by Jacopo Morelli. Bassano: N.p.
Milleker, Elizabeth Johnston
1987 “The Statue of Apollo Lykeios in Athens.” PhD diss.,
New York University.
Morresi, Manuela M.
2006 “Una trionfale ‘porta da mar”: Per I'ingresso dell’Antico
in laguna; la facciata di Sant’Antonio di Castello a
Venezia, opera ‘ultima’ di Tullio Lombardo.” In Guerra,
Morresi, and Schofield 2006, pp. 58-83.
Nesselrath, Arnold
1998 “Il Cortile delle Statue: Luogo e storia.” In I/ Cortile delle
Statue: Der Statuenhof des Belvedere im Vatikan; Akten
des internationalen Kongresses zu Ehren von Richard
Krautheimer, Rom, 21.—23. Oktober 1992, edited by
Matthias Winner, Bernard Andreae, and Carlo Pietrangeli,
pp- 1-16. Mainz am Rheim: P. von Zabern.
Papini, Massimiliano
2008 L'Apollo di Mantova. Exh. cat. Musei Capitolini, Rome.
Rome: Palombi.
Perry, Marilyn

1972 “The ‘statuario publico” of the Venetian Republic.” Saggi
e memorie di storia dell’arte 8, pp. 77-150.

1978 “Cardinal Domenico Grimani’s Legacy of Ancient Art to
Venice.” Journal of the Warburg and Courtauld Institutes
41, pp. 215-44.

Pesenti, Tiziana
2001 Il “Fasciculus Medicinae” ovvero le metamorfosi del
libro umanistico. Treviso: Antilia.
Petrarca, Francesco
1942 Le familiari. Vol. 4, Libri XX-XXIV. Edited by Umberto
Bosco. Florence: G. C. Sansoni.
1985 Letters on Familiar Matters/Rerum Familiarium Libri.
Translation by Aldo S. Bernardo. Baltimore and London:
Johns Hopkins University Press.
Pincus, Debra
1979 “Tullio Lombardo as a Restorer of Antiquities: An Aspect
of Fifteenth Century Venetian Antiquarianism.” Arte
veneta, anno 33, pp. 29-42.
1981 “An Antique Fragment as Workshop Model: Classicism
in the Andrea Vendramin Tomb.” Burlington Magazine
123, no. 939 (June), pp. 342—-47.



Planiscig, Leo

1921 Venezianische Bildhauer der Renaissance. Vienna:
Kunstverlag Anton Schroll.
1937 “Pietro, Tullio und Antonio Lombardo.” Jahrbuch der
Kunsthistorischen Sammlungen in Wien, n.s., 11,
pp. 87-115.
Pope-Hennessy, John
1958 Italian Renaissance Sculpture. London: Phaidon.
Puppi, Lionello

1972 “Per Tullio Lombardo.” Arte lombarda 36, pp. 100-103.
Remington, Preston

1937 “Adam by Tullio Lombardo.” MMAB 32, no. 3 (March),
pp. 58-62.
Riebesell, Christina
1989 Die Sammlung des Kardinal Alessandro Farnese: Ein

“Studio” fiir Kiinstler und Gelehrte. Weinheim: VCH,
Acta Humaniora.
Salomon, Xavier F.
2003 “Cardinal Pietro Barbo’s Collection and Its Inventory
Reconsidered.” Journal of the History of Collections 15,
no. 1 (May), pp. 1-18.
Sapelli Ragni, Marina, ed.
2012 Antinoo: Il fascino della bellezza. Exh. cat. Villa Adriana,
Tivoli. Milan: Electa.
Sarchi, Alessandra

2004 “Antonio tra i letterati e gli artisti del suo tempo.” In
Ceriana 2004, pp. 35-47.
2007 “Cultura e pratica antiquaria nel percorso di Antonio

Lombardo: Un’ipotesi per I'Ermafrodito Grimani.” In
Ceriana 2007, pp. 345-60.

2008 Antonio Lombardo. Venice: Istituto Veneto di Scienze,

Lettere ed Arti.
Schofield, Richard

2006 “La facciata della Scuola Grande di San Marco:
Osservazioni preliminari.” In Guerra, Morresi, and
Schofield 2006, pp. 160-93.

Schréder, Stephan F.

1989 Rémische Bacchusbilder in der Tradition des Apollon
Lykeios: Studien zur Bildformulierung und Bildbedeutung
in spathellenistich-rémischer Zeit. Rome: G. Bretschneider.

Schweikhart, Gunter

1986 Der Codex Wolfegg: Zeichnungen nach der Antike von

Amico Aspertini. London: Warburg Institute, University

of London.
Sheard, Wendy Stedman
1971 “The Tomb of Doge Andrea Vendramin in Venice by
Tullio Lombardo.” PhD diss., Yale University, New Haven.
1979 “Giorgione and Tullio Lombardo.” In Giorgione: Atti del

Convegno Internazionale di Studi per il 5 centenario
della nascita, 29-31 maggio, 1978, pp. 201-11. Castel-
franco Veneto: Banca Popolare di Asolo e Montebelluna.

1984 “The Birth of Monumental Classicizing Relief in Venice
on the Facade of the Scuola di San Marco.” In Interpre-
tazioni veneziane: Studi di storia dell’arte in onore di
Michelangelo Muraro, edited by David Rosand,
pp. 149-74. Venice: Arsenale Editrice.

1985 “Il torso antico nell’arte veneziana tra Quattro e Cinque-
cento: Una nuova lettura del torso.” In Roma e I'antico
nell‘arte e nella cultura del Cinquecento, edited by
Marcello Fagiolo, pp. 407-36. Rome: Istituto della
Enciclopedia Italiana.

1986

1992

1997

“The Vision of Ancient Rome in Venice of the Late
Quattrocento: The Case of Tullio Lombardo.” In
Kolloquium “Roma quanta fuit ipsa ruina docet”: Rom
15.—17. April 1986, Bibliotheca Hertziana, April 1986,
pp. 8-9. Rome: Bibliotheca Hertziana, Max-Planck-
Institut.

“Verrocchio’s Medici Tomb and the Language of
Materials: With a Postscript on His Legacy in Venice.”
In Verrocchio and Late Quattrocento lItalian Sculpture,
edited by Steven Bule and Alan Phipps Darr, pp. 63-90.
Florence: Casa Editrice le Lettere.

“Tullio Lombardo in Rome? The Arch of Constantine, the
Vendramin Tomb, and the Reinvention of Monumental
Classicizing Relief.” Artibus et Historiae 18, no. 35,

pp. 161-79.

Smyth, Craig Hugh

1979

“Venice and the Emergence of the High Renaissance in
Florence: Observations and Questions.” In Florence
and Venice: Comparisons and Relations, vol. 1, Quattro-
cento, pp. 209-49. Villa | Tatti (series) 5. Florence: La
Nuova ltalia.

Stone, Richard

1972-73

“Tullio Lombardo’s Adam from the Vendramin Tomb:
A New Terminus Ante Quem.” Marsyas 16, pp. 87-88,
and pl. 26.

Traversari, Gustavo

1973

Sculture del V.—1V. secolo A.C. del Museo Archeologico
di Venezia. Venice: Alfieri.

Vicarelli, Francesca

2007

“La collezione di antichita della famiglia Santacroce.”
In Collezioni di antichita a Roma tra 400 e ‘500, edited
by Anna Cavallaro, pp. 63-82. Rome: De Luca.

Vierneisel, Klaus, and Peter Gercke

1992

Der Kasseler Apollon: Rekonstruktion und Anndherung.
Exh. cat. Glyptothek Miinchen. Munich: Staatliche
Antikensammlungen und Glyptothek.

Vitruvius Pollio

1521

Di Lucio Vitruvio Pollione De architectura libri dece.
Translated and with commentary by Cesare Cesariano.
Como: P. Magistro Gotardus da Péte.

Vout, Caroline

2005

Wilk, Sarah
1978

“Antinous, Archaeology and History.” Journal of Roman
Studies 95, pp. 80-96.

The Sculpture of Tullio Lombardo: Studies in Sources
and Meaning. Outstanding Dissertations in the Fine
Arts. New York: Garland.

Winner, Matthias

1998

“Paragone mit dem Belvederischen Apoll. Kleine
Wirkungsgeschichte der Statue von Antico bis Canova.”
In I Cortile delle statue: Der Statuenhof des Belvedere
im Vatikan; Akten des internationalen Kongresses zu Ehren
von Richard Krautheimer, Rom, 21.—23. Oktober 1992,
edited by Matthias Winner, Bernard Andreae, and Carlo
Pietrangeli, pp. 227-52. Mainz am Rhein: P. von Zabern.

Zorzi, Marino, ed.

1988

Collezioni di antichita a Venezia nei secoli della
Repubblica (dai libri e documenti della Biblioteca
Marciana). Exh. cat. Rome: Istituto Poligrafico e Zecca
dello Stato.

Ancient Sources for Tullio Lombardo’s Adam

47



