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tioned as a potter of that place, but it'is not till 1501 that any -

further record occurs.. In that year an assortment of vases,
dishes, &c. were ordered to be made for: the use of the cardinal
di Carpaccio, and among them are mentioned “bacili” having
the arms of the cardinal in the centre, and water “ boccali”
jugs with little lions on the covers. The earliest pieces now
known to us, which can with any certainty be ascribed to the
potteries of Urbino, are probably those of the Gonzaga-Este
service, which are undoubtedly the work of Nicola da Urbino ;
these must have been painted between the period of the marriage
of the marquis with Isabella @’ Este, in 1490, and before her
death in 1539. ‘

We have no account of the precise date at which the Pellipario,
.afterwa.rds Fontana, family came from Castel Durante and settled
" at Urbino, but we have documentary proof that “ Guido Niccolai

Pellipario figulo da Durante,” or “Guido, son of Nicola Pellipario,
potter of Durante,” was-established ‘at Urbino in 1520. ' From
this period through the sixteenth and seventeenth centuries a
number of pieces are dated and signed by various artists, or as
“having been made in the boteghe of various maestri of Urbino.

We are obliged to refer the reader to the large catalogue, in
detail, of the South Kensington collection of maiolica, for an
account of the works of the more important of these artists under

their respective names, beginning with Nicola as the earliest of

whom we have known examples ; the Fontana family, and of

Guido Durantino ; the works of Fra Xanto ; of Francesco Duran-
tino ; of the Patanazzi ; not omitting those of other artists of the
fabrique, of whom we have smaller record in remaining examples or
documentary history. . There seems little doubt that the revival
or perhaps the first introduction of artistic ceramic: manufacture
to Urbino was under the influence of Guidobaldo I., and that
‘many of the potters and nearly all the more important artists
immigrated from Castel Durante. Long lists of names have been
published by Raﬁaelli, but it is difficult to distinguish between




i
!
!

i
|
i
|
1
i

138 MAIOLICA.

* the more ordinafy potters and the artists, whose works. we are

unable to recognise from the absence. of signed specimens::. Our
space here will allow us to do 11ttle more than mentlon thelr
names. 3 % o K E

Considerable uncertamty exists and some confuslon has arisen
among connoisseurs in respect to'the works of-the very able
artist - Nicola da Urbino, and as to his connection with the

Fontana family and fabrique at Urbino, the latter still -a disputed .

and undecided question ; as also to the marks on various pieces
attributable to his hand only, but which have been assigned by
M. Jacquemart to the fabrique of Ferrara, and by other writers to
various painters and localities. There are no pieces marked or
signed by this artist-in the South' Kensington museum, but it
possesses some examples of his work. A certain similarity in

some of his less careful pieces has caused them, not unfrequently, °

to be attributed to Xanto, but a closer study of his manner will
show it to be really very distinct:- -
The first signed piece is in 'the Btitish museum, a plate, repre-
senting a sacrifice to Diana, and inscribed. on the reverse as in
the ‘opposite woodcut.. Compating this mark with those of the

Gonzaga-Este setvice, Mr. Franks arrived at the conclusion that

they also were painted by Nicola in his most careful mannerj the

‘clue thus found, he ingeniously deciphered the monogram on the

beautiful fragment in the Sauvageot collection painted with a group

from the Parnassus of Raffaelle, as®clearly and unmistakably by
_the same hand.

_ The manner of Nicola is remarkable :for 4 sharp and careful
outline of the figures, the features clearly defined but with much
delicacy of . touch, the -eyes, mouth,.and nostrils denoted by a

:clear-black spot, the faces. oval, derived from the Greek-model, a
free use of yellow and 4 pale yellow green, a tightening of the

ankle and a peculiar rounding of the knee, the hair and beard of

the older heads heightened. with white ; the architecture -bright
and distinct; the landscape background :somewhat -carefully

AN oY
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tendered in dark blue against a goiden sky ; and lastly, the stems
of ‘the trees, strangely tortuous, are coloured brown, strongly
marked with black ‘lines, as also are the rolled up clouds ; these
are treated in 4 inanner not very true to nature. :

10me” {f é’ém'éh , -
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Few Maiolica painters have produced works of greater beauty
than the plates of the Gonzaga-Este service, which are equally
excellent in the quality of glaze and the brilliancy of colour. -

With regard to the Fontana tamiiy, chiefs among Italian

‘ceramic artists, we quote from the notice by Mr. Robinson
appended to the Soulages catalogue. He tells us that “The
celebrity of one member of this family has been long established
by common consent. Orazio Fontana has always voccupied\the
highest place in the scanty list of Maiolica artists, although at the’
same time nothing was definitely known of his works. Unlike *
their contemporary, Xanto, the Fontana seem but rarely to have
signed their productions, and consequently their repﬁfaﬁon as yet
rests almost entirely on tradition, on incidental notices in writings
which date back'to the aye in which they flourished, and on facts
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extracted at a recent period from local records. * No_ connected
account of this family has as yet been attempted, although the
materials are somewhat less scanty than usual. There can be no
doubt that a considerable proportion of the products of ,t‘he'

. Fontana ‘boteghe’ is still extant, and that future observations

will throw light on much that is now obscure in the history of this
notable race of industrial artists. Orazio Fontana, whose renown
seems to have completely eclipsed that of the other members of
his family and in fact of all the other Urbinese artists, is first
mentioned by Baldi, at the beginning of the seventeenth century,
in his eulogy of the state- of Urbino pronounced before duke
Francesco Maria IL” “From documents cited by Raffaelli, it is
established beyond doubt that the original family name was
Prellipario, of Castel Durante, Fontana being an adopted surname ;
and it is not immaterial to observe that down to the latest
mention: of any one of the family (in 1605) they are invariably
described ‘as of (Castel /Durante.”  “The Fontana were un-
doubtedly manufacturers as well as artlsts, ie, they were the-
proprietors of ¢vaserie.” Of the first Nicola, as we have only a
brief incidental notice, nothing positive can be affirmed : but with
respect to his son Guido, we have the testimony both of works
still extant, and of conterﬁporary documents. We know also that
Guido’s son Orazio also had a manufactoty of his own, and the
fact is established, that between 1565 and 1571 there were two
distinct Fontana manufactories,—those of father and son. What
became of Orazio’s establishment after his death, whether con-
tinued by his brother Camillo, or reunited to that of the father,
there is no evidence to show. With respect to the remaining
members of the family, our information is of the scantiest kind.

Camillo, who was inferior in reputation as a painter only to his

elder brother, appears to have been invited to Ferrara by duke
Alfonso II., and to have introduced the Malohca manufacture
into that city. Of Nicola, the third (?) son, we have only
incidental mention in a legal document, showmg that he was allve_
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in the year 1570,  Guido, son of Camillo, lived till 1603 ; and of
Flaminio, who may either have been son of Camillo or of Nicola,
Dennistoun’s vague notice asserting his settlement in Florence is
all I have been able to collect. No signed pieces of Camillo,

Flaminio, Nicola the second, or Guido the second have as yet

been observed.

“A con51derab1e proportion of the Fontana ma.lohca is doubtless
still extant ; and it is desirable to.endeavour to identify the works
of the individual members of the family, without which the mere
knowledge of their existence is of very little moment ; but this is
no easy task ; although specimens from the hands of one or other
of them are to be undoubtedly found in almost every collection,

“the work of comparison and collation has as yet been scarcely

attempted. The similarity of style and technical charactetistics

of the several artists moreover, working as they did with the same
colours on. the'same quality of enamel ground, and doubtless in
intimate communlcatlon with each other, resolves itself into such
a strong famlly resemblance; that it will ‘require the ‘most minute
and careful observation, unremittingly continued, ere the author-
ship of the several specimens can be determined with anything
like certainty. The evidence of signed specimens is of course
the most to be relied on, and is indeed indispensable in giving
the clue to complete identification in the first instance ; but in
the case of the Fontana family a difficulty presents itself which

should be noticed in the outset. This difficulty arises in deter-

mining the authorship of the pieces signed ¢ Fatto in botega, &c.

&c.; a mode of signature, in fact, which proves very little in

determining individual - characteristics, inasmuch as apparently
nearly all the works so inscribed are painted by other hands than
that of the proprietor of the Vaseria. In cases, however, in
which the artist has actually signed or initialed pieces with his
own name, of course no such difficulty exists, but the certainty

acquired by this positive evidence is as yet confined in the case of -

the Fontana family to their greatest name, Orazio.” We regret
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‘that our limits prevent further quotation from Mr. Robinson’s
valuable remarks. :

It is a matter of uncertainty whether Guido Fontana and Guido
Durantino were the same person or rival.maestri; and we are
disposed to the former .opinion, from the fact that in the docu-
ments quoted by Pungileoni no other “ Vasaio” -named Guido,
and of - Castel ‘Durante, is named. - The pieces inscribed. as
having been made in their boteghe although -painted by different
hands may, by the wording .of their inscriptions afford some
explanation ; thus, on the Sta. Cecilia plate painted by Nicola. he

¢ *uaj omc(fa iol o i Kd“
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writes in 1528, “fata in botega di Guido da Castello & Urante in
Urbino,” from which we argue a connexion with the Fontana.
Unfortunately, we ‘know no pieCe signed as actually painted by
the hand of Guido Fontana, but as he took that cognomen after
settling in ‘Urbino it would be more -probable that he would
‘himself apply it on his own work ; whereas Nicola (presumably
‘his father), on a piece of earlier date, retained -the name of their
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native zastello. "By others the botega would long be known as
that of the “durantini,” and that it retained that appellation

“even in the following ‘generation is proved by ‘the occasional
reference to Orazio Fontara as of Castel Durante. We give a
woodcut of an example of the hlghest quahty ; a pilgrim’s bottle,
at South Kensington, no.8408. : : ! .

“The 'manner of the ‘painter of these: pleces approaches very
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much to that of Orazio but is less refined and rich in colouring,
wanting that harmony and power of expression for which he was
remarkable ; the drawing is more correct and careful than on some
of Orazic’s work, but is more dry and on the surface; there is
great force and movement in the figures and the landscape.
backgrounds are finished with much care and effect, sometimes
covering the whole piece; the foliage of the trees is also well
rendered. )

The celebrated vases made for the spezieria of the duke were
produced at the Fontana fabrique, and subsequently presented to
the Santa Casa at Loreto where many of them are still preserved.
Those shown to the writer on his visit to that celebrated shrine
some few years since did not strike him as being of such extra-
ordinary beauty and great artistic excellence, as the high-flown
eulogy bestowed upon them by some writers would have led him
to expect. The majority of the pieces are drug pots of a not

~ unusual form, but all or nearly all of them are “istoriati,” instead

of being, as is generally the  case, simply decorated with “ trofei,”
“foglie,” “ grotesche,” the more usual and less Cbstly ornamenta=
tion. - -Some of the pieces have serpent handles, mask spouts, &c.
but he vainly looked for the magnificent vases of unsurpassed
beauty, nor indeed did he see anything equal to the shaped
pieces preserved in the Bargello at Florence.  The work of the
well-known hands of the Fontana fabrique is clearly recognisable,
and several pieces are probably by Orazio. Some, more im-
portant, preserved in a low press were finer examples. We have
said that the pieces individually are not so striking but taken as
a whole it is a very remarkable service, said to have originally
numbered 380 vases, all painted with subjects after the designs ot
Battista Franco, Giulio Romano, Angelo, and Raffaelle ; and as
the work of one private artistic pottery in the comparatively
remote capital of a small duchy, it bears no slight testimony to
the extraordinary development of every branch of art-industry in
the various districts of Italy during the sixteenth century.. They
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were made by order of Guidobaldo II., but on the accession of
Francesco Maria II. in 1574 he found the financial condition of .
the duchy in a state so embarrassed that he was obliged to devote
less attention to the encouragement of art. He abdicated in
favour of the Holy See and died in 1631. - The vases of the
Spezieria were presented to our Lady of Loreto, while his valuable
art collections were removed to Florence.

On the vases of Loreto, says Mr. Marryat, “‘the subjects are
the four evangelists, the .twelve apostles, 'St. John, St. Paul,
Susannah and Job. The others represent incidents in the Old
Testament, actions of the Romans, their naval battles and the
metamorphose"s of Ovid. On eighty-five of the vases are pour-
trayed the games of children, each differing from the other.
These vases are highly prized for their beauty as well as for their
variety. They have been engraved by Bartoli. A Grand Duke
of Florence was so desirous of purchasing them, that he proposed
giving in exchange a like number of silver vessels of equal weight ;
while Christina of Sweden was known to say, ‘that of -all "the
'tre25ures of the Santa Casa she esteemed these the most. * Louis

- XIV. is reported to have offered for the four eva.ngehsts and St.
Paul an equal number of gold statues.” ; e

With his other art treasures.the ornamental vases and vessels
of the ¢redenza, among which were doubtless some of the choicest
produc;ioris of the Urbino furnaces made for Guidobaldo, must -
have been in great part removed to Florence ; and there accord-
ingly we find some remarkable specimens. For many “years
neglected, these noble pieces were placed almost out of observa-
tion on the top of cases which contained the Etruscan and other
antique vases in the gallery of the Uffizi. When more. general
interest was excited on the subject of the renaissance pottery _
these - examples were removed to another room. They - now
occupy central cases in one of the rooms of the Bargello, used as
a museum of art objects, and form a magnificent assemblage of
vases, ewers,- vasques, pilgrim’s bottles, and . other shaped pieces,

, : L
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dishes, and salvers, perhaps the richest that has descended

- collectively to our days, and among which may be recognised the

works of all the more important ceramic artists of Urbino.

" Portions of a magnificent service of the best period of Orazio
Fontana’s botega are dispersed in various collections, as also
some pieces of equally rich quality made after the same models,
but which were probably of another ‘“credenza.” Two of the
former were exhibited at the loan exhibition in 1862, by baron
Anthony de Rothschild. They are large oval dishes with raised
medallion centres, and having the surface, both- internally and
outside, divided into panels by raised strapwork springing from
masks, with ornamental moulded borders, &c. These panels,
edged with cartouche ornament, are painted with subjects from
the Spanish romance of Amadis de Gaul, and on the reverse are

inscriptions in' that language corresponding with the panel illustra-

tions.. - The central-subject is not of the same series, but repre-

: sents boys shooting at a target, on one dish, and warriors fighting,
apon the other. " The border is painted with admirable Urbino

grotesques on a brilliant white ground. The size of these pxeces
is 2ft. 2 in. by 1.8% in.

It appears that the Fontana botega was neither founded nor
maintained although greatly encouraged and patronised by the
duke Guidobaldo, but was solely created by the enterprise and
sustained by the united industry of the family. - Orazio died on

the 3rd August 1571. By his will he left his wife 400 scudi, &c.
and power to remain in partnership with his nephew Flaminio,.
with a view to the benefit of his only daughter, Virginia, who had
‘married into the Giunta family when young. We think there is

every probability that the fabrique was so continued, and that a
numerous class, having the character of the wares of the botega
but of inferior artistic merit and showing the general decadence of

the period, may with probability be attributed to it.’
" ‘On many of the grand pieces of the Fontana fabrique the work
‘of another hand is seen, which differs from the acknowledged




- marorrcd. oy

mahner of Orazio. ' They are - among the most decorative pro-
ona whljze ground shaped pieces 51m11arly de_corated, and having
panels of subject executed by the artist in question; others also
where the subject covers the whole surface of the dish. We have
no clue to the name of this able painter, but we would venture to
suggest the great probability that these were the work of Camillo,
who is said to have been an artist only inferior in merit to Orazio
himself. In manner they approach nearly to, and are difficult to
distinguish from, the finer examples of the Lanfranchi fabrique at
Pesaro ; less powerful and broad than the work of Orazio, and

“less careful in drawing than those ascribed to Guido, they

.approach the former in the blending of the colours and rich soft
effect of surface, while a similar’ mode of rendering various
objects, as stones, water, trees, &c. pervades all three, with slight
individual. variations., A peculiar_elongation of the figures, and
narrowing of the knee and ankle joints are charactenstlcs of this
hand, as also a transparent golden hue to the flesh. i
We -are, almost wholly in the dark as to the clever pamters of
the grotesques on a pure white ground which so charmingly
decorate many of the noblest productions of Orazio’s furnace.
The work of two or more hands is manifest on various pieces of
the best penod one, perhaps the most able, is constantly seen on
pieces, the istoriati panels or interiors of which are painted by
Orazio himself or by the artist whose works we have just
considered, and may, perhaps, also have been by the hand of the
latter, a similar method of heightening with small strokes of red
colour being observable on both. Gironimo, by whom we have
a signed piece in the South Kensington museum, no. 4354, may
have been another, but his manner is of a somewhat later
. character. : _ ,
Of Nicola, jun., we know nothing; he is mentioned in his
father’s wills made in 1570 and 1576; and that he was unfor-
" tunate or improvident would seem probable from the fact that in
L2

~
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the deéd of 'co'ntract’ between Orazio arid hi's”féth'er on the

occasion of his setting up for himself in 1 565 he agrees to keep
and provide: for Domitilla and Flaminio, children of his brother
Nicola, for the space of three years. .

Flaminio the nephew, son of Nicola, continued the works and
was a favourite of the dukes Guidobaldo and Francesco Maria ; it
is said that the latter took him to Florence to téach and aid
pupils studying under Bartolomeo degli Ammanati, where he re-

" imained for some years. Under the fabrique of Caffaggiolo we find

pieces which may perhaps have been produced under the influence
of this member of the family. In form and decoration with gros
tesques they are a poor reminiscence of the superior works of an
earlier period. - : : '

The work of another, a-ater and inferior hand, probably of the
Fontana- fabrique, is abundant in collections; his- manner is
between that of -the Fontana and of the Patanazzi ; free and
effective, but loose and careless; the Fontana pigments -are
used, and occasionally pieces occur painted with greater painsi

Many, vases with serpent handles and other shaped pieces

were painted: by this hand, of whose name we have no record;
and it wduld be only guessing to suggest that: Guido Fontana,
junior, ‘the son of Camillo, who died in 1603, may have: been
their author. ’ .
Another important artist of the Urbino fabrique was FRANCESCO
XanTo, who, like Giorgio, adopted the unusual habit of signing in
various forms the greater number of the pieces which he painted.
Although we cannot but appreciate the modesty, the “ Lamp of
Sacrifice,” which induced so- many of the earlier and con-
temporary -artists ‘of the highest excellence to™ refrain from
attachincr their names to the works of their hands, or at the most
to sngn a few of their admirable productlons in monogram, we

‘must regret their having used so muich reserve; and that in conse-

quence conjecture must take s0 large a place in the hlstory of this

“branch of artlstlc handicraft. .
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-~ We have little other information of this painter beyond what is
conveyed by the inscriptions on pieces by his hand.
His name is mentioned by Rog. Vincenzo Vanni, on the 29th
March 1539, as “Franascus Xatis * fictilinus “vasorum - pictor
egregius.” A native of Rovigo, he seems to have settled at
Urbino .and there produced all his works. His true name,
gathered from his varied signatures, would appear to be Francesco
vXanto, Avelli da‘Rovigo,' and the détes of his signed works extend
from 1530 to X542, although it is highly probable that many
_ekisting undated. pieces. were executed before, and perhaps after
those dates.. His earlier works -are generally more fully signed,
while many of the latter have only one or two initial letters.
.Works by Xanto are to be found in almost every collection of any
note, and among them are examples of high artistic excellence,
-although very many betray want of care and hasty execution. It
-appears that many of his pieces were subsequently enriched with
.the golden and ruby lustre colour at the botega of M° Giorgio,
.and M° N at Gubbio; and, indeed, it'was mainly by the observa-
tion - of these, so distinctly painted and signed by Xanto at

/Urbino, and to which the metallic 7¢fef had '_‘been added -

evidently by a subsequent process, that it was inferred that. the
lustre was a-special enrichment applied at another fabrique to
works painted elsewhere.. Of Xanto’s style and merits .is an
_artist Mr. Robinson writes : :

. “Xanto’s works may be considered to represent perfectly. the
‘Ma]ohche istoriate,” - and he certainly had a talent for the
arrangement of his' works in composition, nearly all his subjects
being ¢ pasticci’; the various figures or groups introduced being
the invention of other artists copied with adroit variations over
.and over again, and made to do duty.in the most widely different
.characters, As an original artist, if indeed he can be so con-
.sidered, he may be classed with tlie more .mannered of the
scholars of Raffaelle.  His designs are generally from classical or
.mythological sub)jects. ~Xanto’s execution, although dexterous, is

)
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monotonous and mechanical ; his scale of colourmg is crude and
positive, full of violent oppositions ; the only ment, if merit it be, -
bemg that of a certain force and brightness of aspect; in every
other respect his colouring is commonplace, not to say disagree-
able even; blue, crude opaque yellow, and orange tints, and
bright verdigris green aré the dominant hues, and -are scattered
over the pieces in full unbroken masses, the yellow especially
meeting the eye at the first glance. In the unsigned pieces,
before 1531, the glaze is better and more transparent, the execu-

‘tion more delicate, and the outline more hard and black than in

the later specimens. Some of Xanto's wares are profusely
enriched with metallic lustres, including the beautiful tuby tint ;
these specimens, however, form but a small per-centage of the

~entire number of his works extant. This class of piece is, more-

over, interesting from the fact that the iridescent colours were
obviously. not of Xanto’s own production, but that on the

-contrary, they were applied ‘to his wares by M° Giorgio, and the

supposed continuers ‘of Giorgio’s ‘fabrique” in Gubbio. Many
pieces are extant, which, in addition to Xanto’s own signature,
nearly always written in dark blue or olive tint, are likewise
signed with the monagram N of the Giorgio school in the lustre
tint; and one specimen at least has been observed which, though
painted by Xanto, ‘has been sxgned in-the lustre tint by Maestro
Giorgio himself.” :

We cannot entirely agreé with this somewhat severe judgment
upon his artistic merits. :

We have no evidence to confirm Passeri’s supposition that
BarTisTA FrANCO painted pieces and initialled them with the
letters B. F. V. F. That artist was called to Urbino in 1540, by
Guidobaldo IIL, to make designs for various pieces, and these
initials are on some of the vases in the Spezieria at Loreto. He
returned to Venice where he died in 1561 ; one of his cartoons
for a plate is in the British museum, and others are preserved.

Of Francesco DUraNTINO, of Urbino, we know nothing more
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than his signed works, and one of these gives rise to the question
whether he ought to be ranked among ‘the potters of Urbino, or
as having a small establishment of his own at Bagnolo, or Bagnara,
near Perugia. A plate in the British museum representing the
meeting vof Coriolanus and his mother is signed “fracesco durantino
1544,” as in the woodcut. :

‘ S acefeo d’u ﬂq’z tims

A yellow tone of flesh, flowing drapery, animals (particularly
horses) drawn with -great vigour of ‘action, a fine and" delicate
outline, with' careful execution but occasional weakness of effect
‘and ‘a peculiar softness on some of the smaller and more distant
figures, aré characteristic of this artist’s style : the landscapes are
executed with care and good effect. An example in the British
museum has, however, all the richness of colour and force of the
works of the Fontana.

Guipo MERLINGO or MERLINI or NERGLINO seems to have
been a proprietor of a botega in Urbino, although hlS name does
not occur as the actual palnter

In the Brunswick museum a dish representing Mark Antony is
signed, “fate in botega di Guido de Nerglino.” - In the Louvre is
a plate, subject Judith and Holophernes, signed at the back, “ne
1551 fato in Botega de Guido Merlino.” -

CzsarRE DA FaENzA worked in his fabrique about 1536, as
proved by an agreement dated rst January in that year, in which
he is styled « Casare Care Carii Faventinus.”
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- Among other recorded names are those of—
. Jued rigo di Giannanionio, el .
. Nicolo di Gabricle, ~ % who worked about 1530.

‘Gian Maria Mariana, ' ' i

o Stmone di Antonio Mariani, about 1 542
. Rafaclle Ciarla,

Luca del fu Bartolomeo, about 1544, and

Guy, from Castel Durante,

FRANCESCO S1LvANO had a botega in Urbino, at which Xanto
worked in 1541, as proved by the SIgnature ona pla.te representmg
the storming of Goleta,

Grorcio Piccur or Piccr the younger, of the Durantine
family, painted at Urbino. .Pieces signed by him are extant.
Borders of Cupids among clouds or covering the surface is a

favourite decoration,

In the decline of the Urbino potteries must be placed the
productions: of the ~members of  the PATANATI or ‘PATANAZzI
family. - They do mot appear to' have succeeded to any of the’
former eminent artists as masters of a fabrique, but painted at the:
éstablishment of Joseph Batista Boccione, as we are informed by
a signed example. : Passerl only mentions them as being of a
noble family and as finding their names inscribed on specimens
which he instances. One of these is at South Kensington ; a
large dish, no. 2612, signed ALF . P. E . VRBINI . 1606.
The young Vincenzio is the last whose name occurs. Passeri cites
a piece by him, “Vmcenzxo Patanazzi da Urbino di eta d’anni
tredici, 1620.” : )

. Another piece by this youthful phenomenon is'in the collection
of monsignore Cajani at Rome, representing the expulsion from
paradise. - It is.a most inferior production and not mentonous

-even for so young an artist..

With the exception of some large dishes and a few others the
wares of Urbino, as a rule, are not ornamented on the réverse.
The more usual pieces are edged with a yellow line whicli is
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repeated round the foot or central hollow, in the middle of which
the titular inscription or date is written in manganese black, dark

olive, or blue colour. The paste is sometimes of a pink hue, -

produced by the colour of the clay shining through the glaze, but
in other cases of a purer white. In thé “sopra bianco” gro-
tesques the ground is rendered unusually white by an additional
surface of Zerra di Vicenza or bianco di Ferrara ; the glaze is of
fine quality and even surface. It may be here noticed that the
wares known of the Lanfranco fabrique at Pesaro have similar
characteristics, and it is not possible to distinguish between them.
That wares of a better class were gccasionally produced at Urbino
during the last century is proved by a lamp in the South Ken.
sington collection, no. 6856 ; made, as the inscription tells us, at
the Fabrica di Majolica fing, which seems to have been established
or conducted in that city in 1773 by a French artist named Rolet.
We hear of him previqhsly at Borgo San Sepolcro in 1771, but all
further record of his productions or his success is unknown. k

We are not awarg that Urbing af: present produces any artistic

- pottery.




CHAPTER: XIV.

BorGo SAN-SEPOLCRO; DIRUTA, &C.

. THERE is an example of the Borco SAN-SEPOLCRO ware at
South Kensington, a lamp, formed of faience of a bluish white
shade, painted with garlands of flowers, &c. in colour, on which
is written under ‘the foot, “Citta Borgo S. Sepolcro a 6 Febraio
1771 Mart, Roletus fecit.” ' '

At SAN Quirico cardinal Chigi established a work about 1714,
inspired with the idea of reviving the art of painting on faience.
It was directed by Piezzentili, a painter who had given some
study to the celebrated vases by Orazio Fontana. - On his death
Bartolomeo Terchi, Feschi, or Ferchi, seems to have worked at
or directed the establishment, for in the Louvre is a plaque
representing Moses striking - the rock, and signed “ Bar Zerchi
Romano in S. Quirico.”  We shall meet with this wandermg artist
also at Bassano. With other members of his family he seems to

_have worked at various potteries throughout Italy, and examples

occur on which his or their signatures appear, accompanied
‘only by the patronymic ¢ Romano,” and which are of course
difficult to assign to any one of the fabriques at thch we know
them to have worked.

Ferdinando Maria Campani before going to Siena worked also
at this fabrique; its productions were not sold, but given as
presents by the cardinal.

We have very little positive information in respect to the
fabrique of DiruTa in the Papal States. Alluded to by Passeri
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as a poltery near Foligno where pieces were produced remark-

able for the whiteness of the paste, we are led to the supposition
that he may have confounded the wares produced at other neigh-
bouring localities with those made at Diruta: and he does not
inform us whether it produced lustred wares or only those of
polychrome decoration. A few years. since. certain plates came
.under the noticé of &ollectors inscribed “ In Deruta,” the

subjects painted in blue outling, and lustred with a brassy golden '

colour. Doubt and uncertainty had long existed as to the spot
where the large “ bacili ” and other pieces of a well-known and
abundant ware, lustred with a golden pigment of peculiarly peérly
effect in certain lights, had been produced, and the discovery of
these signed examples, having a somewhat similar metallic enrich-
meiit; caused connoisseurs to grasp at the, perhaps hasty, «<on-
' 'c'iusidn, that to Diruta must be assigned those wares of earliet

date and hitherto unknown locality, and that Diruta must have

possesséd a pottery of very early time and important character.
‘ But after ‘an examination and comparison of signed specimens,

' and others which are with teasonable probability considered to be -
of “this fabrigue, we are compelled to conclude that the producs-

tions of Diruta were generally inferior to, and in many instances.
copied or derived from, those of the Gubbio or earlier Pesaro types.
- Castel di Diruta or Deruta is a “borgo” or dependency of
Perugia, on the road from that city to Orv1eto by Todi. - It is
but a few miles from Perugia, within an easy day’s ‘journey of
Gubbio, and although it may be reasonable to presume that
potteries existed there from an ‘early period, we think it more
probable that they derived the& use of the lustre pigments from
Gubbio.:

It is extremely dlfﬁcult in' many instances to decide w1th any
degree of certainty as to whether some individual early specimens
of the lustred ware alluded to above, be of Pesaro, of Gubbio, or
of Diruta workmanship. We have little hesitation in assigning the
dish in the next woodcut to Diruta ; the dance o‘f Cupids is after
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Marc Antonio. - The similarity of the process necessary to such
productions entails a corresponding similarity of result, but we
notice :a _somewhat coarser grounding, a golden r¢fet of a brassy
character, a ruby, when it (rarely) occurs, of pale dull quality,

Iooser outlines of a colder and heavier blue, and in the pieces not
lustred the saine tones of colour, a dark blue approachmg to that
of Caffaggmlo in depth but wanting its br1lhancy, the -use of a
bright yellow to helghten the figures in grotesques, &c. in imita-
tion of the golden lustre; and a thin green.  The drawmg is
g,enerally of an .inferior stamp, and a certain Zout ensemble per-
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vades the’ pieces difficult to define” but  which more or less
prevails. : ' '

The discovery within the last few years of a fine work, signed
with the artist's monogram, the date 1527, and the place at which

’

it was painted, is all we know of the existence of a botega at
FaBriaNo. There can be little doubt that many such local
and individual furnaces existed during the sixteenth century
under the direction of ceramic artists, in many instances an
‘emigrant from one of the more important centres, and encouraged
0 set up for himself at another city by the patronage of . the lead-

Hame
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ing families. This plate, which has for subject the “ Madonna
della Scala” after Marc Antonio’s engraving from Raffaelle, is
cleverly painted, and on the reverse is the inscription of which
we have given a facsimile. It was exhibited by M., Spitzer, of

~ DParis, at the “ Exposition Universelle,” was purchased from him

by signor Alff°. Castellani, and subsequently sold at Christie’s for
A114. Another example by the same hand, and with the same
subject but without signature, was sold at the same sale,

In the museum of Economic geology is a plate of the same

~ botega, having for subject the rape of Prosetpine surrounding a
cupid centre. It is painted in grisaille, the sky warmed with

touches of yellow, and ably executed. This fabrique not being
then known it was ascribed to Urbino, but the monogram on the

- xeverse, exactly corresponding with that on the signed Fabriano

piece, proves it to be of the same origin. We also give this

mark in fac-simile.

The pottery of VITERBO is not recorded by any writer, but an
inferior work at South Kensington is inscribed with ‘the name of
the city and with that of Diomeo, who was perhaps the painter
of the piece in1 544. It is a rough piece, rudely coloured and
ill-drawn, but interesting from the name of place and the date.
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We give an engraving of a portion of the border, the hand of a f
youth holding a scroll. .Two other examples are with some
doubt referred to the same locality. ; : ’

LoreTo is named in. connexion with the set of Spezieria vases,
of the fabrique of Orazio Fontana, which were presented to the
shrine of our Lady of Loreto by the last duke of Urbino, on his
abdication in favour of the Holy See. . It was the habit to collect
the dust gathered from the walls of the Santa Casa and the dress
of the Virgin, from which, mixed in small quantities with the
potter’s clay, cups or bowls were formed and painted with figures
of the Virgin and Child, generally on -a yellow ground. These
cups were inscribed outside CON < POL DI - S - CASA (with :
the dust of the Holy House). -Occasionally, but less frequently,
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some of the holy water from the shrine was sprinkled on-the"dust,
thereby to impart a still greater sanctity. .A cup so made is in the-
writer’s collection, and. is inscribed CON - POL * ET * AQVA
DI - S - CASA (with dust and water of the Holy House). These
cups were probably presented as marks of favour to pilgrims who
had visited and probably enriched the sanctuary. Signor Raffaelli
believes that they were made at Castel Durante, for the establish-
ment at Loreto. The seal of the convent was affixed to them in
red wax. : : - o
Hitherto we have no published record of the former existence
of a manufactory of artistic enamelled pottery at RoME, that great
centre to which by her affluence and power at various periods of
history artists and objects of art have been drawn from their
native countries. We have no assurance that purely native
Roman art ever attained to any very high degree of excellence.
The Etruscans and the Greeks in Pagah times, the-Byzantine

< school of the middle ages, and at the period of.the renaissance the

great Tuscan and Venetian- artists-worked in Rome upon those
monuments of genius of which she is so justly proud; but they
are possessions rather than native productions; and it would
appear that even in so comparatively small a branch of artistic

manufacture she was indebted to a native of Castel Durante for

the establishment of a fabrique of maiolica. Had there been pre-
existing furnaces, producing wares of  artistic merit, it would

Jhardly have been worth while for M° Diomede on the fall of the
:dukedom of Urbino to bring his art to Rome. There is no

notice of any pieces of this ware inscribed as having been made
at, Rome until the year 1600, when we find on two oviform

‘pharmacy vases of good outline, having each a pair of double
serpent handles and a domed cover surmounted by a knob, the
" following inscriptions written on oval labels, ‘On one vase
“Fatto in botega de M. Diomede Durante in Roma,’f and on
‘the other, of which we give a woodcut, “ Fatto in Roma da Gio,
Pavlo Savino M.D.C.” These vases are decorated on one side

B
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~ with grotesques ably sketched in yellow, greyish blue, and orange
" colours on a white enamel ground of considerable purity ; on the
other, a leafage diaper in the same tone of blue covers the like
ground. On one only, immediately above the inscribed oval, the
: heéd‘of abuftalo is painted in dark blue, approaching to black, and
may refer to the locality of the botega, possibly in the vicinity

of the Via or Palazzo del Bufalo. These vases were for rh_any
years in the possession of the Gaetani family, and were purchased

by the writer during his sojourn at Rome in.the early part of °

1870. " The style of execution is in the manner of the Urbino
grotesque decoration of the Fontana fabrique, but has not that
delicacy, combined with artistic freedom and naiveté, so remark
:able in the productions -attributed to Camillo Fontana and other
contemporary artists working some fifty years before ; in certain
respects they have affinity to the work of M. Gironimo of Urbino.
Numerous examples of similar general character, but later in date
and of inferior execution, are frequently to be met with in the
shops at Rome and prove the production to have been abundant ;
specimens are in the-South Kensington museum. =
A manufacture of white glazed earthenware, as also of

“ biscuit” porcelain, was introduced by the famous engraver
M
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Giovanni Volpato, of Venice, in the year 1790 He expended a
large sum of money in making experiments and in the founding
of the works, as also in procuring numerous models which were
executed with the greatest care from the antique, and from other
objects in museums, &c. as also from' the works of Canova. At
one time no less than twenty experienced artists were employed
in modelling the “biscuit ” porcelain to supply the great demand.
Large furnaces were constructed, but the great expense and risk
in the production of pieces for table use necessitated. their sale at
a price which could not compete with the French wares, although
superior in the qualities of strength and resistance. The estab-
lishment continued until about 1832, when the works ceased.

The figures and groups in “biscuit” porcelain, of pure white
and stone colour (variations arising from the different degrees of
heat to which they were exposed in the oven) were undoubtedly
the more important artistic productions of the Roman fabrique ;
. but glazed pottery, very similar ‘in character to that of Leeds or
the “Queen’s ware ” of the Wedgwoods and-known as “ terraglia
verniciata,” was also made, and in this material statuettes, figurcs
of animals, candelabra, vases, and portrait busts were modelled.
There can be little doubt that the finer exampleé were produced
at the period when the elder Volpato perfected the establishment,
and when his critical and artistic eye directed his modellers, and
many of the figures and groups are admirable for their grace and
careful execution. Few bear any mark, but occasionally pieces,
both of the “biscuit” and glazed ware, bear. the name G °*
VorpaTA * Roma * impressed in the clay. )

A manufacture of coarse glazed pottery rudely orhamented
with figures, flowers, fruit, &c. in colour, still exists in the -
Trastevere, which supplies the cwnfadini and the humbler classes
of the city with pots and pans of various form and startling
decoration. '




CHAPTER XV.

Faenza. %

That long and rather monotonous old post road the Via
Zmilia (now run sidelong by the rail) which forms almost a
straight line from Piacenza to Ancona, through one of the richest
countries in the world, after passing the fine cities of Parma,
Reggio, Modena, and Bologna, reaches Faenza and Forli '
important and early centres of the potter’s art.

Faenza is a small dull town on the site of the Roman Faventia,
and of the antiquity of the ceramic industry at this site there can
be no doubt, although perhaps Pesaro, Caffaggiolo, and Castel
Durante may have nearly equal claims in that respect. Of its:
extent and importance there is equal certainty, and there is more-
over great reason to believe that the French word faience applied
to this class of pottery was derived from the name of the place;
although there is another claimant in the small town, under the
Estrelle mountains, a short way from Cannes and Grasse, called
by the very name, Faiance (Faventia), and now chef-lien of a
canton in Draguignan of the Var. Mezerai, in his Grande
Histoire, tells us that this place was chiefly renowned for its
Vaisselles de terre, and there would seem to be good evidence of
the existence of its potteries from a very early period to the
present day; but of what degree of artistic merit we are
unable to decide ; neither can we feel assured that the name, as
applied to enamelled earthenware, was derived from the French
town and not from the Italian city. In Mr. Marryat's history of

, M 2
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pottery and porcelain is an interesting notice on this subject,
from which we quote a few words. ¢ Faience, Fayence, or
Fayance, is the old French term, under which were comprised all
descriptions of glazed earthenware, even inclusive of porcelain,
and, to a certain’extent, continues so, corresponding in its general
use to the English word crockery. The name is commonly
supposed to be derived from Faenza ; but it may well be doubted

. whether upon any authcrity much to be relied upon, since neither
P y X P

historians nor topographers seem to have considered the matter
worthy of their attention or examination. It might be useful to
trace the origin of 4 name 'so frequently given by the Romans to

" their settlements.” Besides Faenza there was a district in their

colony of Barcinum (now Barcelona), and another in Andalusia,
which is. supposed to have been situated somewhere between
Alcala, Real, and Antequera. The old word Fayence, from the
Latin. ‘fagus, a beech- tree; has  become almost obsolete in
France, In Geneva, however, to ‘the present day, beechwood. is
still sold in the timber markets as ‘de la fayence.’” :

' The! fabrique of Faenza has been a kind of refuge, among
‘amateurs, for pieces destitute of sufficient outward sign to mark
them as ‘of other localities ; and every gaunt and early piece,
strong in blue and yellow colour, has been set down as Faentine.
We agree with MM. Jacquemart and Darcel in the belief that
many works of Caffaggiolo have been classed ‘as of ‘Faenza.  We
are, hiowever, not convinced that the plaque in the hotel Cluny,
t‘hé piece béaring the mbst ancient date hitherto discovered (if we
1448), inscribed in early characters around the sacred monogram,
“NICOLAUS DE RAGNOLIS AD HONOREM DEI ET

SANCTI MICHAELIS FECIT FIERI ANO 1475 ” is rightly

attributed to Caffaggiolo instead of to Faenza. 'Another plaqut
in the Stvres collection is dated 1477, with the name and arms of
NICOLAVS * ORSINI. - We next arrive at the - exquisite’
és_r\"ice, of Which seventeen pieces’ are preserved-in the Correr
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museum at Venice, one in the writer’s (from Pourtalts), and one
- in -the South:Xensington: collection'; we give a woodcut of the
mark with the date 1482 ; :

o
The ﬁrst publlshed matter beanng upon ‘the wares of Faenza. is
the passage by Garzoni in the Piagza Unzz/ermle, a pubhcatlon of
1485, in which he speaks of the pottery of this place as excellent
for its whiteness, ¢ &c. che, fa le_majoliche cost bianche e polzte,
remark borne out by the quality of the service Just referred to. In
~the church of St. Petronié at Bologna is a pa.vement of tiles
covering the ground of the chapel of St. Sebastian, and without
doubt laid down at the expense of Donato Vaselh, a canon of
that Basilica, who about 1487 decarated that chapel at his own
Cost. The date upon one of these tiles is 1487, and upon others
are inscnptlons, in parts unfortunately 1mperfect from the mJury
-or mlspla,cement of some of the squares, but which as put
-together by signor Frati of that city, would read BOLOQNIESVS
* BETINI * FECIT : while upon other t1[e_s oceur i—
. C{.ELTA:BE| |.ZETILA*BE |  |'XABETA *-BE
F.... TICIE | . FAVEICIE | | FAVENTCIE"
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and again upon another a small label inscribed PETRVS
* ANDRE - ‘DEFAVE. - Whatever doubt may attach to the
Faentine origin of the plaque in the hétel Cluny, dated 1475,
there can be none in respect to the pavement of San Petronio :
the fact of the name Petrus Andre-de-Fave occurring, independent
of the others, upon a pzccolo cartello seems to us an indisputable
proof to that effect. - It is painted with great skill, in a style of
colouring and with ornaments which we are accustomed to
attribute to Faenza; ‘troph‘ies, animals, heads, the arms: of
Bologna and her motto, the keys of St. Peter, and various devices
are represented ; among them the silver case of lancets on a
green field, and the wounded vein, zzprese of the Manfredi family
of Faenza. T
Referring the reader to the full explanation given in the intro
duction to the large catalogue of Maiolica, we can give here only
a few brief remarks upon the wares attributed to Faenza under

the following heads :—

A. " The produce of the Casa Pirota.
B. By Baldasara Manara. .
C.  Pieces by the painter of the Correr service, and of his
‘botega. :
D. By other artists presumably of Faenza.
"E. Wares of the last century and modern.
A. One of the ‘most'important if not the leading establishment
at Faenza was known under the name of the Casa Pirota, and
probably existed from an early period, but when and by whom

founded, and the name of its maestro, we have yet to learn. A

house on the north side of the principal street (where a pottery
was working some few years. since, at which we have seen well-
executed reproductions of the old wares) was stated by the
proprietors'to be on the sité of that ancient botega, but whether
there is sufficient foundation for this statement we are unable
to say. : )

The greater part or nearly all the pieces known to us as being
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marked with the crossed circle, signed with the name of the
house, or executed by the same hands as such pieces, are of a
‘marked character of decoration ; the wide borders are generally

ornamented: with: grotesques, reserved in white and shaded with a
brownish yellow ; or reserved in a paler greyish tone helghtened
with white, on a dark bluc ground. - 4 berettino and sopra azzuro
are the terms applied to this mode of
decoration, and among examples of
the former and perhaps earlier of
the styles, are works of the highest"
_ quality of enamelled pottery and of
admirable . decoration and * artistic
painting. The woodcut is from a
good plate of about r520; at South
Kensington, no. 17 34 and we give also a copy of the mark on
the reverse. - -
The work of at least three painters is discernible upon the
wares .of this establishment.  First and foremost are those
charming pieces of the greatest technical excellence by the
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painter of the shallow bowl at South Kensington;‘no. 354; which

is ‘marked at the back with the' crossed circle, having a pellet in

one of thé ‘quarters, and has for subject, Mutius Scevola. By
him are other pieces similarly shaped and decorated with borders
of grotesques reserved in white, shaded in brownish yellow on
the blue ground, and central subjects painted in a similar tone.

We next have the author of the fine plateau, no. 71 58,‘ and of
the better ‘examples of those abundant pieces having central
subjects painted in a greenish yellow tone on ‘the derettino, or
coats of arms emblazoned, and wide borders covered with
!grotesques in a lighter tone helghtened with white on the dark
blue ground.” This artist also ventured into bolder subjects upon
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plaques of considerable size, two of which, one representing‘ the
Adoration of the Magi, are in the British museum ; over a portico
which forms a background to the composition, the crossed circle and
pellet, mark of the fabrique, and the date 1527 are inscribed, while

_on the reverse is a yellow roundel between the letters B. B. F. F.
and the same date. Rather earlier, is the plate (in the woodcut
p. .168) which although by some attributed to Caffaggiolo, is
probably of Faenza. The richly decorated back leads to this
conclusion.

Not to be confounded w1th these’ masters, the last of whom by
‘way of distinction is known among amateurs as the « green man,”
are works by a more able artist who painted in colours of the

" richest tone with admirable disposition and vigorous desigy, and
who also. signed with the same ipitials. The finely trgated
éubject of the Gathering of the Manna, on the plate no. 7680, is

by this hand, whose works ate neither ornamented at thc back _

nor, 51gned with the mark of the fabrique.

Aa//f@ A/’V'/V/

WA A-d v

7]

*' B. The first notice we have of Baldasara Manara occurs in
Zani’s ¢ Enciclopedia Metodica,” in which work, under the namée
of Mannara, he refers to the signature of the artist upon a sotfo

|
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coppa with the accompanying mark.- This tazza, now in the
possession of the writer, is perhaps the most important signed
example known, and represents the triumph of Time ; it is one of
a service decorated with orange scale-work on the yellow ground
of the reverse, and of which other pieces still exist.

C. Wanting the inscribed name of the locality. at which they
were painted, we are quite prepared to acquiesce in the maturely
considered opinion of signor Lazari, that the beautiful service,
17 pieces of which are in the Museo Correr at Venice, and .other
works painted by the same admirable early artist were produced
at Faenza. They perfectly agree with the qualities lauded by
Garzoni at the approximate penod of _their productlon one of
them bemg dated 1482 ; and no wares of that period could in.
their qualities of enamel be ‘more worthy of the expression bianche
politethan the pieces of this service. We have no clue to the
name of ‘the painter. That -they were the production of a botega
distinct from the Casa Pirota seems assured, from  their dis-
similarity in technical quallty and style of ornamentation to the
wares of that productive house; and the absence of its distinctive
mark ;- but there is great similarity in their glaze and other details
to the pieces painted by another excellent hand who signs with

the letters F. R.
3R

D. A multitude of homeless casuals have been attributed to
the workshops of Faenza, from technical characteristics and
manner of decoration, while as many more of somewhat different
compléxion have been promiscuously charged upon Urbino.
Our ignorance of the exact localities of their production from
want of evidence leads to this doubtful generalization, and

~ until the discovery of signed specimens by the same hands, or

documental record, we must still in numerous cases rest content
with. our assumption..
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Many early pieces, modelled in high relief and in the round,
are probably of this origin. The very fine tazza, represented in
the woodcut, is a good example. - They differ from parallel pieces
ascribed to Caffaggiolo in a certain rigidity of modelling, the use of
a shading and outline of a darker or more indigo-like blue, and a
free application .of yellow and -orangé pigments; a more gothic
sentiment also prevails from the influence of the German school,

and we find subjects copied or derived from' the works of Diirer,
Martin ‘Sch'bri, &c;, .mote fréquently iipon the higher class of
Faentine .wares thari onthose of painters working at the more
southern centres of the att. 7The contemporary pieces of
Caffaggiolo are ‘mote Italian in sentiihent, the blue pigment of
greater brilliancy, a putple also used, and a thicker glaze of great
richness and more Zndre effect. : .

~ Froman early period Faenza seems to have produced a large

PO o LTI AR G T



{
|
|
i

‘172 -MAJOL[CA.

-number of electuary pots and pharmacy bottles ; a pair are in'the

hétel Cluny, one bearmg the name FAENzA, the other 1500.

“Many of these vases are decorated in the style known as @ guarticre,
‘being divided into compartments, painted in bright yellow, &c;,
“on dark blue, with foliated and. other ornament, and usually

having a medallion with profile ‘head or subject on one: side,

under which the name of the drug in gothic lettering is inscribed

on a ribbon. A curious example is in the British museum ; a
large flask-shaped bottle of dark blue ground with yellow leafage

-and with twisted handles; upon the medallion of which is repre-

sented a bear clasping a column, with the ihscription “et sarrimo
boni amici,” allusive, in all probability, to the reconciliation of the
rival houses of Orsini and Colonna ip 151%.

We would here refer .to the frequent occurrerice on these
vases, as occasionally upon other pieces, of pharmaceutical and
ecclesiastical Signs, letters, &c. surmounted by the archiepiscopal
cross and other emblems which we believe have reference to the

- uses of monastic and private pharmacies for which the services

were made, and not tg be confounded, as has been too frequently
the case, with the marks of hoteghe or of, the painters of the piece.

- These emblems have no other value to us than the c}ue which

they might afford tg patient investigation of the locality and
brotherhood of the conventual establishment to which they may
have belonged, and among the archives of which may be recorded
the date and the fabrique by which they were furnished. But
what are of far greater interest are those admirable early pieces,-

_painted hy ceramic artists of the first rank, who, beyond a rare
~monogram or date, have left no record of : their, place or. hame ;

and whose: highly-prized works; for their authors are several, are
jealously guarded in our public and private museums. ; Some ot

: these,. with redsonable 'probability, are believed. to have been
i executed at Faenza. .Several examples are preserved, of an early

character, perhaps the work of one hand, who. marked them on

-the back with a large M crossed by a Ap_ar_aphé._ﬁ- They are usually
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plateaux with raised centre, on which is a portrait head, or
shallow dishes with flat border. Variations of the letter F are -
found on pieces, some of which are fairly ascribable to. this
fabrique, but we need not point out the fact that many other
localities of the manufacture can claim the same for their initial
letter, and that the characteristics and technical qualities of the
pieces themselves are a necessary test.

Later in the sixteenth' céntury, when subject painting covering
the whole surface of the piece was in general fashion (istoriata),
the unsigned works produced at Faenza are difficult to distinghish
from ‘those of other fabriques. - Some examp]es exist in collections, -
as one 'in the Louvre with the subject of a cavalry skirmish and
inscribed 1561 22 Faenca, but we have no knowledge of .their
painters, and even the occurrence of the name of " that city is but
rarely met with. Her wares are usually richly ornamented on the
back. with imbrication, as was the; manner  of Ma.nara, or, with
concentric lines of blue, yellow, orange. ' A S

E. Of the pottery produced at Faenza during the seventeenth
and 'the last century we have but little record. Some pharmacy
vases are mentioned by M. Jacquemart signed ““ Andrea Pantales
Pingit, 1616,” but the signature does not appear to be accom-
panied by the name of that city. In 1639 Fra.ncesco Vicchij was
the proprietor of the most important fabrique.

A modern establishment professes to occupy the premises of
the ancient Casa Pirota, where we have seen fairly good repro-
‘ductions of the ordinary sopra aszuro plates of the old botega, but
these are but weak imitations, and the glory of Faentine ceramic
art must be looked for in museums,” 3 '




CHAPTER XVI

ForLi, FERRARA, ETC.

THE first notice we have of the pottery of Forrl is merely in-
direct, occurring in a document referred to by Passeri and dated
as early as 1396, a passage in which speaks of John Pedrinus
“formerly of the potteries of Forli and now an inhabitant of
Pesaro ;” thus proving that such a manufactory did exist at the
former town previous to -that date; but it does not inform  us
whether it was more than a furnace for the production of ordinary.
wares. Piccolpasso refers to the painted majolica of Forli, and
there: can be no doubt from the examples we still possess that
at the time he wrote, in the middle of the sixteenth century,
it was well known as one of the important fabriques of northern
Italy. '

Our next evidence is more direct, and consists of a series of
examples in the South Kensington museum, the careful com-
_ parison of which has led to the conclusion that the wares pro-
duced at the botega of :Maestro Jeronimo (?) at the latter end of
the fifteenth and eatly part of the sixteenth century were of a
very high order. That numbered 7410 is the finest piece with
which the writer is’ acquainted, part of an historical service
made for Matthias Corvinus, king of Hungary, whose arms-are
emblazoned on the rim. It has hitherto been a question as to
which of the early manufactories the production of this service
could be attributed, but we think that there can be no hesitation,
after a comparison with other pieces, in classifying it as a pro-
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duction ‘of Forh. The pretty plate no. 1803 (engraved) ap-
proaches nearer to the manner of the finer wares of Forli than to
any other -fabrique with which we can connect it, and the pave-
ment of tiles no. 30, on which occurs the date 151 3, is remark-

able, as shown in the next engraving, for the portrait heads intro-
dyced, one of which is that of the celebrated Melozzo ; the other
may perhaps be that of the artist who executed the work, and who
is unquestiona‘bly the same as the painter of the M° 7o plate ; from
an inscription of doubtful reading it may be understood that he
signs this work as ‘Petrus,” while the letter R, the initial 6f his
patronymic, occurs with P at the side of what may be intended
for his portrait. i ’ oL
Mr. Barker had a plate, from the Delsette collection, subject
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the story of Alexander and Roxana, on which is inscribed £ Leo-
chadius Solobrinus = picsit forolivia mece 1555;” and in the

museum ‘at Bologna is a basin on which is painted .a repre

» NMEGINA“ SVA:’ET'II
A&GINE- CACELERIS'SVE

sentation of the supper at which Mary Magdalene washes Jesus’
feet ; on the back it is signed by the same artist, with the date
1564. - This is the latest signed and dated piece of the fabrique
with which we are acquainted.

Potteries are said to have been established .at Borocya .and
ImoLra, and pieces have .been ascribed to. them. .A plateis.in a
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-French collection, well painted and of about the .year 13500,
-which has the name of RAVENNA on the reverse. )
Passing to the northern duchies of Italy we find that Alfonso I.,
-duke of Ferrara, found means, notwithstanding his troubled and
warlike rule, to establish a fabrique of Maiolica at his castle in
FERRARA. Although the precise period of the introduction of
the art is unknown, as eé.rly as 1436 the name of ‘Maestro
Benedetto docalaro in Castello” is recorded ; in 1472 one Enrico,
and in 1489 Gio. da Modena, are named; while in a membrz'ale
of expenses in 1443 occurs the first mention of painted and glazed
wares. A curious document in the archives of Mantua, dated

1494, tells us that Isabella '(d’Este), wife of the marquis of

Mantua (Gonzaga), had sent a plate which had been broken into
three pieces to be repaired at Ferrara by the Maestri working: at
the castle ; this was done, and the mended plate returned at the
desire of the duchess of Ferrara with another as a present,

From 1506 to 1522 the artistic works :seem to have been dis-
continued, probably on-account of . the wars in which the duke
was engaged: and from 1534 to 1559, during the reign of
Ercole II., the work does not seem to have been encouraged.
Pietro-Paolo Stanghi of Faenza is the only artist recorded, having
made the ornaments to a stove in the castle ; but Alfonso II.

took more interest in the manufacture, and Vasan speaks of the .

fine productions of his furnaces. Nearly half a century then
passed .away before we hear of fresh -experiments in ‘the pro-
duction of por¢e1ain directed by M°. Camillo, of Urbino, assisted
.by" his brother Battista, and which seem to have resulted in
success. When injured by the accidental explosion of a cannon,
‘which ;ultimately»caus'ed his death ‘,ahd that of three gentlemen
in1 56 7, he kept the secijet, refusing to divulge it. This event is
‘mentioned by Bernardo Canigiani, the ambassador of the Flo-
rentine court, who speaks of Camillo da Urbino as -a maker of
_vases, painter, and chemlst, and the true modern discoverer of
--(porcelam, f throvatare moa’emo alla pomzllana It would seem,

. N
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however, that his brother, Battista, must have known something
of the process, which he ina'y have been able to perfect by expe-
riments, for it appears that between 1568 and 1569 the work was
continued, as on the 17th December of ‘the latter year an entry is
made of an unusual allowance of wine for a workman engaged in
preparing the ingredients “ger far porcellani” = The cruet or
vase, here engraved, is of about this period; it is at South Ken-
sington, no. 505.

“ It s greatly to be regretted that we have at present no clue by
which we can, éven with probability, attribute any of the examples
of maiolica in our collections to the earlier works of the Faentine
artists produced under Alfonso I. at” Ferrara; the mote so as
both under his reign and under that of Alfonso II. the fabrique
was conducted, not with 4 view to profit or commercial enterprise,
but simply from princely magnificence and a love of art. The
produce was fot their own use, and for presents among friends,
but not for sale ; we may therefore conclude that it was of highly
artistic and great technical excellénce. ‘This was exceptional
among the potteries of that period in Italy, most of which were
commercial undertakings, more or léss patronized and encouraged
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by the ruling families of their several localities. Some Ferrarese

pieces have doubtless been preserved, and are probably now
classed among those of Faenza with which they must have a great
affinity.

It is not till 1579, when the art was in decline and when the

Urbino style of ornamentation prevailed, that, on the occasion of

the marriage of Alfonso II, it is believed that a credenza was
made, the pieces of which are to be recognized by b'earing the
device of a burning pyre with the motto “ Ardet @ternum.” The
pieces of this service have a distinctive character of their own,
and although their connection with Ferrara fnay be merely one of
ownership and not of origin, we think it well to class them under
that head because we have no other standard to which we, can
attach all that is known of the history of that princely botega; and
,-because these pieces have, in default of positive evidence, to the
contrary, been accepted as Ferrarese.  They are remarkable for
the purity of the white enamel’ ground ; the grotesques are by
another hand than those on pieces universally believed to be of
the later period of Urbino or of Pe‘saro, but they are not easily
distinguished without examination of the specimens side by side.
Two pieces are in the Louvre, two othersare at South Kensington.

Alfonso II. died in 1597, after which the dukedom: was
absorbed into the States of the Church. The Este removed to

Modena, to which place the contents of the palace at Ferrara’
were carried, including the old maiolica, some of which is men--

tioned in inventories of the seventeenth century. A few pieces

which escaped destruction during the French invasion of Italy

“were gathered from neglected corners of the palace, and placed in
the public gallery of Modena in 1859.

Although -the antique pottery of MODENA is referred to by
Pliny and by Livy, we have no exact record or marked example
of wares produced there during the period of the renaissance.
Modenese artists in terra-cotta worked at Ferrara, and Cristoforo
da Modena was boccalaro to. the duke of that territory in the

N 2
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sixteenth century. Piccolpasso names Modena as a place where
maiolica was produced, but whether of a superior or of a more
' ordinary kind we are not informed. In the last century Gemi-
niano Cozzi, of that city, was the leading maker of porcelain at
Venice about 1765, but the monopoly granted to the fabrique of
Sassuolo impeded the manufacture of enamelled wares elsewhere
in'the duchy. :

| ‘At SassuoLo, a town prettily situated ten miles to the south of .
fi Modena, an ‘establishment for the manufacture of enamelled
earthenware was introduced by Gio. Andrea Ferrari in 1741, It
would seem that he obtained from the duke Francesco III. the
right of making ordinary white and painted maiolica, as the

| ‘stanniferous enamelled wares were then universally denominated,
é ‘to the exclusion of all rivals in the duchy and all importation
! from other parts, except during the fair held at Reggio. The
work commenced in 1742;:and in a few years he was joined by
Gio. Maria Dallari. ; Their rights were from time to time: renewed,
-and in 1756 confirmed to the extent of granting the monopoly to
the family for three generations; the materials were not to be
‘charged with import duty, and the advantages secured to the
fabrique were further extended in 1761 by even excluding the
“foreign wares from the fair at Reggio ; the manufacturers on their
part being bound to supply the duchy with an abundance of good
wares at moderate prices. These wares produced were various,
* among others finer pieces painted in the Japanese style and with
flowers and gilding ; groups of figures were also made, and a large

export business carried on. i
From a document in the Archivio della camera di commercio, )

i

i

|

it would appear that the art was introduced at MANTUA about
1450, and that its workers had their statutes which were altered
and amended from time to time; but we are quite unable to
judge of the character of the wares produced. They were pre-
sumably of an inferior quality, for we have already ‘seen that
Isabella D’Este in 1494 procured maiolica for her own use from_
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‘Ferrara,” Urbino, &c., which' would argue that -the pottery of
Mantua was inferior. In the second half of that century
Schivenoglia mentions a &offege di Maioli, conducted by one
Zonan Antonio Majolaro, and remains of a furnace with frag-
- ments of wares were discovered in 1864 on the.riva al Lago
* inferiore, from whence a small plate was procured, painted with a
female bust, ar‘abesques, &c.,, Campori suggests that the impresa
adopted by vFra‘ncesco Gonzaga after the battle of Taro, namely a
crucible in a fire and containing ingots of gold, may be a dis-
tinguishing mark of the Mantuan faience even of a later period.

Our knowledge of the production of Maiolica, or rather of
artistic enamelled pottery, in’' VENICE may be said to begin with
the year 1540, Previous to that date there can be little doubt
that the Venetian ovens produced enamelled wares of greater or
less merit, but we have no .sufficient record of their character:
M. Jacquemart I believes that works existed at Venice as early as -
the ‘second half of the fifteenth century, arguing that if the
" qualities of the Venetian pottery were of so high'an order at that
period as to induce the inventor of the celebrated dianco di
Ferrara to order vases for his own pharmacy, it must have been
developed and perfected from an earlier date. But signor Lazari |
" considered that the éxamples of glaéed tiles existent in the sacristy
of the church of Sta. Elena at Venice, having the arms of the
Giustiniani family and dating about 1450-80 ; as also those in
the Lando chapel of S. Sebastiano, having a monogram and the
date 1510, and other éxamples anterior ‘to about 1545, were
importations from Faenza or from Castel Durante; an opinion
_shared by the writer after a careful examination of those pave-v
‘ments. The woodcut, hdwever, p- 182 represents a very fine dish
which we may reasonably ascribe to Venice ; of about the year
1540 : now at Kensmgton, n0. 4438.

Sir William Drake quotes a petition, dated 1664, from the
guild of the “ Boccaleri” of Venice, in which reference is made to
previous decrees i in their favour 1ssued in the years 1455, 1472,
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and 1518, prohibiting the importation of foreign earthenware ;
and a decree of the senate in 1665 prohibiting the importation or
H sale in Venice of any sort of foreign earthenware by any person

not being a member of the guild, but upon the condition that that
body should keep the city well supplied with “]latesini,” and that
shops should be kept open for its sale. From the general tenor _
Qf this petition we may reasonebly infer that at the period of its
presentation the potter's art in Venice was reduced to the pro

_——i
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duction of very-ordinary wares. It is. curious also, and. perhaps
confirmatory of the inferiority of Venetian artistic pottery, that an
exception in the decree against importation should be made in

favour of the maiolica of Valencia, which we know also to have

been imported into Genoa. This ware, which had once been
excellent, had greatly deteriorated in 1664, The culminating
period of the excellence of Venetian pottery in respect to painting
and design was probably the middle of the sixteenth century.

The earliest dated example is a deep circular dish in the
writer's collection, the centre of which is occupied by the figure
of a mermaid floating on the sea, a horn in her right hand, and

regarding herself in a mirror which she holds in her left ; the wide .

border is covered with intricate and very elegant arabesque sprays
of foliage with fruits and flowers, among which are birds, . The

whole is painted in dull pale blue on a grey enamel and g

heightened with white, and on the reverse is the inscription
- “1540 * ADI * 16 * DEL ' MEXE * DEOTVBRE,” ~In the Brunswick
museum there is a large dish, having the subject of Moses and

Aaron entreatmg Pharaoh, with a rich border of medallions :

ﬁguratlve of the months, &c., and the mscnpnon “1568, Zener
Domenigo da Venecia Feci in la botega al ponte sito del Andar a
San Paolo.” Pieces are in various collections having for mark a

C-formed fish hook, with loop at one extremity and barbed point

at the other. The only name which occurs in connexion with
- these examples is that of one Dipnigi Mayini, who signs a plate
having this mark twice repeated, and the date 1636. In 1753
the Bertolini obtained a decree of the senate permitting them
to open a ‘shop in Venice for the sale of their maiolica, free for
. ten years of all import and expor_t duties, Notwithstanding, the
manufactory had ceased before the expiration of the term of the
decree in 1763, when it was annulled.

The leading characteristic of the enamelled pottery produced
at Venice in the sixteenth century is a close buff-coloured body,
covered by an even glazé of grey colour, produced by the ad-
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mixture of a small portion of zaffre, and known as “ smaltino.”

Upon this the design was outlined and shaded in blue, of a rather
low tone, the high lights being touched in with white. Engraved

is a large dish, very elegantly ornamented, probably made about -
1540. The reverse of the dishes generally have a belt of foliated
Sprays round the rim, and radiating flutings or alternating thin
and thicker lines round the “cavetto,” It is worthy of remark
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that some of the Paduan wares are -similarly ornamented, and we
may thence infer some connexion between the establishments or
an attempt at imitation j the fact that a cross was adopted as a
mark at both places is also noteworthy. . -

S aen i)

: The Venetian wares of the last century which, without positive
“proof, are generally believed to have been produced by the
Bertolini have also distinctive qualities. They are remarkable
for their thinness and lightness ; baked at a high temperature,
they are almost as sonorous as metal ; the ornamentation round
the rim is frequently executed in rilievo, and they have been mis-
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taken for enamelled copper with repoussé flowers, &c. - The
colours used were generally blue and brown, with yellow occa-
sionally, on a pale blue or dull white ground.

We must refer to the large catalogue of the collection ot
Maiolica at South Kensington, for notices of the less important
establishments at TREVISO; BAsSANO, PaDua, VERONA, and some
other towns: as also at MiLAN, TURIN, and NapLEs. In the last
city, at the royal fabrique of Capo di Monte established in 1736,
several varieties of fine ware were made, from a beautiful artificial




