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Patrons for Thirty Years

he Amicidegli Uffizi |

Association is thirty ’
years old. Thirty years
of tireless activity con-
ducted with the same
dedication that gave
life to the association in
1993 in the wake of the
terrorist attack in via dei
Georgofili that cost the
lives of five people and
struck at the heart of the
cultural and artistic pat-
rimony of Florence. Our
intentwas to support the
Uftizi Galleries in one of
the most dramatic mo-
ments of the museum’s
history and that of the
entire community. It was
a heartfelt response of
the civilized world in
face of the wound in-
flicted on its cultural
institutions, a defense
of democracy.

Now, thirty years
later, we can look back
with great pride on what
has been accomplished.
Strengthened by an in-
cessant day-by-day dedi-
cation to our role as high patrons
of the arts, we feel it is our duty
to continue in the advancement
and conservation of the collec-
tions of one of the most impor-
tant museums in the world,
increasing its cultural activities
and expositions and welcoming
members and visitors with dis-
tinctive programs and services.

Without Italy’s long history
of patronage, we would not have
inherited the extraordinary cul-
tural patrimony that our cities
can boast. This is an endowment
of ancient stories of beauty and

shared values that must be pre-
served and transmitted to future
generations.

This is the ethical duty our
association has espoused from its
foundation in accordance with
the endowment of the Palatine
Electress Anna Maria Luisa de’
Medici. Her last will and testa-
ment was, in fact, crucial in de-
fining the artistic patrimony of
Florence as it is known in the
world today. Her legacy has been
carried on thanks to the dedica-
tion and passion of all those who
spend their entire lives foster-

The Adoration of the Magi by Leonardo da Vinci, after restoration financed by the Amici degli Uffizi in 2017.

ing the institution’s growth in
prestige. It is to them that we
owe recognition and profound
gratitude for indicating the path
our activities and programs pur-
sue today.

Strong in these convictions,
we have decided to celebrate
the Association’s thirty years
with a prestigious cultural and
social event, open to the general
public, scheduled to be held on
October 4 within the halls of the
Galleries.

This meaningful occasion
will unite representatives of

institutions and do-
nors in a productive
assessment of the
Association’s activi-
ties. In addition, a
conference will be
held centering on
the figure of the an-
cient Roman founder
and precursor of pa-
tronage, Gaio Clinio
Mecenate. Joining
us will be members
of our American
twin association, the
Friends of the Uffizi
Gallery who, since
2006, have flanked
our association in the
important mission of
financing restoration
campaigns and the
growth of the Mu-
seum’s collections,
thanks to the strong
cultural and senti-
mental ties we share
with the United States
of America.

Thus today, we
with our Association
are proud to repre-
sent one of the most important
philanthropic realities in Italy
and Europe; a mission that not
only intends to promote the
valorization of the cultural pat-
rimony, but, precisely in its thir-
tieth year, renews its principal
civic obligation to promote so-
cial and communitarian devel-
opmentin benefit of the upcom-
ing generations. [ |

Maria Vittoria Rimbotti
President of the Associations
Amici degli Uffizi

and Friends of the Uffizi Gallery
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Artists” Gazes

mm The extraordinary
collection of self-portraits
initiated by Cardinal
Leopoldo de’ Medici has
never ceased to expand
and now twelve new
rooms on the first floor of
the Uffizi are its new
showcase

he Uffizi’s collection of art-

ists’ self-portraits is the largest
in the world of its type. Itincludes
paintings, sculptures, drawings,
photographs, videos on LED
screens, and creations on other
types of mediums.

The collection is in fact
“open”. Since it is every artist’s
ambition to become part of the
collection, the acquisitions, by
donation or purchase (in the case
of artists from the past), undergo
careful evaluation.

Florence is the home of art
history. Already in 1568, in the
second edition of his Lives, Va-
sari headed his biographies with
a portrait engraving, giving a face
to the artist under description.

Self-portrait of Luca Giordano, circa 1665.

2 IL GIORNALE degli UFFIZI

The large statue of Cardinal Leopoldo de’ Medici by Giovan Battista Foggini, reigns over the first hall in the new rooms dedicated to

self-portraits.

Vasari, a native of Arezzo, was also
amajor contributor, together with
his friend Vincenzo Borghini, to
the birth of the Accademia delle Arti
del Disegnoon January 31, 1563. In
the Chapters and Orders, he stipu-
lated that a frieze within the seat
of the Academy be decorated with

Self-portrait of Antoon Van Dyck, 1633.

a series of portraits of the most
illustrious Florentine artists of
the past and, posthumously, with
those of his own contemporaries.

With this as a premise, it is
not surprising to find artists’
self-portraits already within the
Medici collections towards the
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mid-sixteenth century, first and
foremost, the self-portrait on tile
of Andrea del Sarto, executed in
Vallombrosa between 1528 and
1529. While the self-portrait of
Raffaello came to Florence with
the inheritance of Vittoria della
Rovere, those of Passignano,

Self-portrait of Gerrit Dou, 1658.



Self-portrait of Rosalba Carriera, circa 1709.

Poccetti, Jacopo Ligozzi (lost),
Tiberio Tinelli, Santi di Tito and
Tiberio Titi, and Giovanni Bizzelli
were purchased by Cardinal Gio-
van Carlo de’ Medici who, upon
his death in 1666, bequeathed
them to his nephew Leopoldo.
Since the death of Giovan Carlo
had left the Cardinal See reserved
for the Medici vacant, Clement IX
appointed his nephew cardinal
in 1667.

Leopoldo de’ Medici (1617
-1675), the prince of collectors,
is considered the true founder
of the collection. He was a curi-
ous and versatile individual who
cultivated his many interests to
the highest levels, starting with
those centered on the emerging
scientific disciplines. Precisely this
rationalistic inclination towards
systemization formed the basis
of his absolute modernity that
anticipated the encyclopedic age
of Enlightenment.

The Cardinal had agents and
emissaries in every Italian and
European capital in order to as-
sure quality purchases at favorable
prices. The Florentine archives
preserve a dense correspondence
between the prelate and his en-
voys that permit detailed recon-
structions of the various phases
in the single negotiations. Leo-
poldo himself commissioned the
first self-portraits directly to the
artists. In 1664, for example, he
ordered self-portraits from Guer-
cino and Pietro da Cortona, the
latter recompensed with a box of
medicines, rare merchandise at
the time. In that same period, his
agents Annibale Ranuzzi, Paolo

the Uffizi Gallery.

del Sera and Paolo Falconieri
were ordered to search for self-
portraits in the cities of Bologna,
Venice, and Rome, respectively.
It was Falconieri who managed
the purchase of the self-portrait
of Bernini, one of the jewels of
the collection.

Contemporary art historians
have brought to light a number
of fraudulentactivities on the part
of vendors during their reexami-
nation of the massive number of
images from the seventeenth and
early eighteenth centuries. These
findings are well documented in
the new catalog dedicated to the
collection, still in preparation.

John Francis Rigaud, Portrait of the Artist in his Study
with his Wife and Children, 1782, a gift of the Friends of

The Cardinal’s contemporaries
were well aware of his predilection
for self-portraits and the market
readily met his requests, creating
works for him on demand. Perfect
examples are the self-portraits of
Titian and Veronese, now attrib-
uted to Pietro della Vecchia, avery
skillful imitator of his predeces-
sors’ painterly styles.

The Cardinal kept his collec-
tion of self-portraits in his winter
apartment on the second floor
of Palazzo Pitti. At the time of
his death, the inventories list
sixty-nine works gathered in the
room called the “Room of the
Painters”. There on display were

Tommaso Minardi, Self-portrait in the Attic, 1813.

Self-portrait of Filippo Balbi, 1873.

the self-portraits of Raffaello, of
the elderly Tintoretto (not by his
hand, in reality, but a creation
“in the style of”), of Carlo Dolci,
Marietta Robusti and others that,
during recent reexamination or
restoration, have disclosed in-
teresting surprises. In 1665, Leo-
poldo entrusted the reordering
of his collection of drawings to
Filippo Baldinucci, who incorpo-
rated his findings into his Notizie
de’ Professort del Disegno, utilizing
as well the reports of correspon-
dents who supplied the Cardinal
with self-portraits. The fame of
the collection of self-portraits was
vast, capturing the interest of il-
lustrious personages throughout
Europe.

For the Medici, the collection
was a way of confirming their role
as patrons of the arts, something
they held to be primary in impor-
tance. Thus, Cosimo III actively
carried on Leopoldo’s mission, re-
questing Baldinucci, once again,
to compile an inventory of the
self-portraits and to control their
state of conservation. This led,
early on, to the introduction of
a program of continuous main-
tenance. The same agents and
merchants employed by Leopoldo
continued to supply Cosimo III
with paintings in a constant flow
of acquisitions until the end of
the seventeenth century. Thanks
to the Grand Duke’s taste for the
art of the Netherlands, very im-
portant pieces were added to the
collection, such as the tiny self-
portrait of Gerrit Dou, a true gem,
and that of Franz van Mieris. The
King Christian of Denmark do-
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Self-portrait of Giuseppe Pellizza da Volpedo, 1899.

nated the self-portrait of Jacques

d’Agar and August the Strong of
Saxony donated that of Cranach.
Carlo Maratta donated his own
portrait in June 1682, receiving
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in exchange a gold medal and
a case of distilled liquors from
the Medici.

Cosimo III was so proud of
the collection that he reserved it
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Self-portrait of Vittorio Matteo Corcos, 1913.
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Self-portrait of Ligabue, 1955.

a place of honor within the Gal-
lery, uniting it with the marble
statue of Cardinal Leopoldo cre-
ated in 1697 by Giovan Battista
Foggini. Since then, the self-por-
traits have never been separated
from this monumental portrait
of their first collector, still part of
the new arrangement within the
twelve rooms on the first floor
of the Uffizi that has just been
concluded.

Not even the end of the Medi-
ci dynasty and the arrival of the
Lorraine ended the stream of
interest for the genre, because
the fame of the collection was also
due to the impressive number of
pieces that constituted it. As soon
as he arrived in Florence, Peter
Leopoldo of the Lorraine ac-
cepted as many as one hundred
and eleven self-portraits from the
engraver Abbot Antonio Pazzi,
who had purchased them from
various merchants among whom
were Abbot Zannoni and a certain
Puccini from Pistoia. The collec-
tion expanded even more thanks
to the initiatives of the Florentine
Academy of Drawing and, as for
the earlier Medici acquisitions,
purchases were also recorded dur-

ing the nineteenth and early
twentieth centuries. The recent
history of the collection — that has
never stopped expanding — pass-
es through the history of the two
wars and the flood of Florence in
1966. In its aftermath, Vasari’s
Corridor, following its reconsoli-
dation, was chosen in 1973 for
the display of a selection of 415
works of art (not all self-portraits,
but also paintings of other types).
However, the works suffered dam-
age from the unfavorable climat-

Self-portrait of Andrea del Sarto, fresco
on tile, 1528-1530.




Self-portrait of Altan (2021), in the section
dedicated to cartoonists.

Self portrait Submerged of Bill Viola, 2013,
one of the many self-portraits donated to
the Gallery by the Amici degli Uffizi.

ic conditions within the Corridor,
especially in the area above the
vaults of Ponte Vecchio. Worthy
of mention is a “programmed”
phase of expansion in 1981 when,
as part of the celebrations for the
fourth centenary of the Uffizi Gal-

Self-portrait of Yan Pei-Ming, 2022, a very
recent acquisition.

he return of the Uffizi collection of self-

portraits to the Gallery after an over fifty-year
permanence in Vasari’s Corridor (where they
were placed in the second half of the twentieth
century) was undertaken for reasons of conserva-
tion and valorization.

It became evident that the extreme climatic
excursions within the Corridor, devoid of any type
of regulating system with regard to temperature
and humidity, had caused visible damage to the
works on display. The thinness of the corridor’s
walls resulted in interior conditions being identi-
cal to those on the exterior, with temperatures
ranging from icy cold to scorching hot.

The new expositive criteria are based on
the concept of complete flexibility, favoring
the rotation of the works of art. It is precisely
the size and the heterogeneous nature of the
collection that afford the possibility of multiple
combinations in this sense. These range from a
strictly chronological presentation to thematic
expositions that represent, for example, the art-

One of the rooms dedicated to nineteenth century masters.

The Cardinal’s Colors

ists’ studio, their family, their preferred place of
exposition, and the points of view from which
they present themselves to the viewer.

The works have been arranged on large
panels detached from the walls of the Gallery,
in order to diversify and distinguish the mu-
seum layout from Vasari’s architecture. The
color scheme chosen for the panels refers to the
color of the vestments of Cardinal Leopoldo de’
Medici, the initiator and promoter of this novel
collection. It can almost be said that, following
the old rule of chromatic harmony, almost every
painting contains a reference to the chromatic
tonality of the setting.

The paintings have been arranged in a man-
ner thatin a certain sense alludes to and evokes
what must have once been the visitors’ impression
as they entered the “Iribune of Self-portraits”
in the west wing of the Gallery, well document-
ed in eighteenth century drawings. ]

Antonio Godoli

lery, artists were invited to donate
aself-portrait for the collections,
gifting their likenesses to poster-
ity. Many responded to the call
and a memorable issue of the
Journal of the Uffizi commemo-
rated all of the entries. Then in
2006, the Uffizi purchased the
collection of self-portraits of Rai-
mondo Rezzonico, followed most
recently by numerous donations
on the part of living artists of un-
disputed international fame. But
even with regard to ancient mas-

ters, the collection continues to
grow: at the last Biennial in Palaz-
zo Corsini a delightful Self-portrait
of Felice Bauduc in his Study (XIX
century) was purchased and, most
recently, the Gallery acquired the
very original Self-portrait of Jan
Soens Introduced by his Children,
both dressed in red, characterized
by a sense of naturalism that be-
trays the seventeenth century
Dutch master’s familiarity with
the art of Emilia and Lombardy.
Continuous requests for exhibi-

tions dedicated to this genre of
painting testify to the worldwide
interest the typology generates.
We have to recognize that the
Medici possessed formidable in-
tuition when they created this
unique collection that still con-
tinues to expand and merits all
of the attention the Uffizi dedi-
cates to it through an important
restoration campaign and the new
layout. |

Simona Pasquinucci
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Peeuna non o

mmm  Money, its many uses
and the birth of the banking
profession in ancient Rome in
a curious exposition at the

Uffizi

Traditionally attributed to the
emperor Vespasian (69-79
A.D.), the motto pecunia non olet,
“money does not smell”, is in fact
a popular synthesis of the dialogue
between the prince and his son Ti-
tus. According to the accounts of
Suetonius (Vesp., 23, 3) and Cassius
Dio (66, 14, 5), Titus criticized his
father’s decision to place a tax on
the commerce of urine from which
ammonia, useful in tanning leather
and in the treatment of fabrics, was
extracted. This flourishing trade
generated profits essential to the
State treasuries, monies that de-
spite their origin had no odor, as
Vespasian demonstrated to his son,
presenting him with coins from the
first profits from the tax.

The central theme of the exhi-
bitis money and its many functions,
not only as a means of exchange,
but also as a symbol of power and
prosperity. It focuses as well on
all of the professions gravitating
around money in ancient Roman
Italy during the centuries of Rome’s
maximum economic expansion,
from the I century B.C. to the mid-II
century A.D.

The exhibit is divided into five
sections, the first focusing on the de-
velopment of a monetary economy
and the birth of the various related
professions: first the argentarii, fol-

lowed by the coactores, coactores argen-
tarii and nummularii. The artifact
thatrepresents them all is the mensa,
the table they used in their profes-
sions, on exhibitin a reproduction
made in the 1930s (Rome, Museum
of Roman Civilization). Called ar-
gentaria or nummularia according
to who was using it, the mensa was
the heart of the banker’s workshop.
When notstationary, the mensawas
the profession’s only tool, and thus
became its symbol, as the image on
a sarcophagus from the II century
A.D. (Ravenna, National Museum)
illustrates.

The exhibit then turns to the
various professional figures, be-
ginning with the argentarii. Docu-
mented by Titus Livius (9, 40, 16) as
already active in the Roman forum
at the end of the IV century B.C,,
their job probably consisted in the
testing and exchange of coinage, an
activity that gave them their name,
since the coins that circulated in
Rome were chiefly made of silver
(argentum). Their occupation sub-
sequently extended to deposits and
credits, functions that were also un-
dertaken towards the end of the
Republic by the coactores argentarii.
With them, the argentarii shared a
final important prerogative, that
is, the organization of sales at auc-
tion. This charge, peculiar to the
Roman banking profession, was
described for the first time in detail
in the Ciceronian oration Pro Aulo
Caecina. The version of the oration
on display is a precious fifteenth
century manuscript (Florence, Ric-
cardi Library). The close relations
between bankers and auctions are

One of the rooms of the exhibit.
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manifest in the exquisite altar of
L. Calpurnius Daphnus (Collezione
Massimo), a Roman argentariuswho
immortalized his image in the act
of selling fish at an auction in the
Macellum Magnum, the grand fish
market inaugurated by Nero in 59
A.D. Moreover, a grand number of
documents related to auctions have
come to light in the archives of a
domus in Pompeii (V.1.26) owned
by L. Caecilius Iucundus, argentarius

or coactor argentarius active from 15
to 62 A.D. On exhibit, in replica
(the property of the antique deal-

An Epigraph recently purchased by the
Uffizi, inscribed with the name of Marco
Aveieno, coactor argentarius.

er, Saverio Di Giaimo), is a bronze
bust from the age of Augustus that
comes from the atrium of Iucun-
dus’ domus. It may be the portrait of
L. Caectlius Felixwho, according to
the archival records, was in charge
of the first sale of Iucunduswho was
possibly his patron or relative. The
bust offers the visitor the opportu-
nity to look a banker from 2000
years ago straight in the eye.

The exhibit also dedicates spe-
cial attention to the bankers’ gods
of protection: Mercury, but also
Hercules who watches over fideson

which transactions are based. The
image of Hercules is, in fact, repro-
duced on weighing devices. There
is also ithyphallic Priapus that, in
the House of the Veitiiin Pompeii,
welcomed guests by demonstrating
how good luck could be weighed in
economic prosperity.

Money’s changing value is the
focus of the section dedicated to the
nummulariiwho as their name indi-
cates — from nummaus, “coin” - origi-
nate as supervisors of the control
and exchange of coins. The funeral
stone of P. Titius Hilarus from Rimi-
ni (Rimini, Civic Museum), dating
from the age of Augustus, perhaps
offers arare testimony of one of the
tools of their trade. Also among the
works displayed in this section are
the tessera nummularia (Fiesole, Civic
Archeological Museum), amodern
term for small ivory batons inscribed
on all four sides that were probably
used to certify the authenticity of
coins sealed in pouches, a forerun-
ner of the bands affixed today on
packs of banknotes. It would seem
that the procedures in use two mil-
lenniums ago are identical to those
adopted today.

The exposition’s itinerary -
along with the catalog, the fruit of
the contributions of specialists in
related fields — aims at illustrating
the birth and evolution of banking
in Roman Italy, along with its natu-
ral ties to the development of mon-
etary transactions and commerce.
It thus offers a rather unusual and
original point of view in the ap-
proach to Roman history at the
height of the Empire. [ |

Novella Lapini

Curator
NOVELLA LAPINI

Uffizi. Ground Floor

Pecunia non olet

Bankers in Ancient Rome

Until September 17, 2023

Free entrance with the Uffizi ticket




Archeology at the Uiz

mmm  One volume, 25
years of excavations, 2000
years of history

he Uffizi Galleries are un-

doubtedly one of the major
symbols of the city of Florence,
and even more so when we real-
ize that the museum’s founda-
tions are literally rooted in the
past, as 25 years of archeological
excavations beneath the complex
designed by Giorgio Vasari have
revealed. The volume entitled
“Archeologia agli Uffizi”, soon to
be published, narrates (for the
first time and for the general
public) the results of 25 years

of archeological excavations con-
ducted in the zone of the Uffizi. It

reconstructs the history and
the conformation of the

Remains of the Safe from the Mint (XV century), Uffizi-West Wing, Archives SABAP.
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area known principally today for
the Museum that occupies it. In
effect, what is hidden beneath
Vasari’s construction recounts the
history of a place very different
from what we see today that, from
the ancient Roman period and
beyond, underwent numerous
transformations.

Thanks to the close collabora-
tion of the Superintendence of
Archeology, Fine Arts, and Land-
scape of Florence, Pistoia and
Prato and the Uftfizi Galleries dur-
ing the museum’s re-adaptation
and works of maintenance, the

archeological excavations were
able to proceed in parallel. The
excavation campaign was divided
into allotments that permitted
continuous access to the mu-
seum complex while enabling
the exploration of an area of
the city previously unknown to
archeologists. A team of arche-
ologists, historians, architects,
numismatists, restorers, land-
scapists, city planners, anthro-
pologists, archeo-zoologists, and
geologists, day by day and year
after year, shared in their respec-
tive fields of expertise, making
the publication possible. The
volume provides a synthetic re-
view of the various phases in the
history of the area on which the
Uffizi stands, enriched by graphic
reconstructions created with the
latest technology.

Thanks to the contributions
of these experts in their respec-
tive fields of discipline and on
the site itself, “Archeologia agli
Uffizi” retraces the conformation
of the area between the walls of
Roman Florentia and the Arno
River, employing stratigraphic
analyses and excavated materials.
It then turns to the medieval ne-
cropolis surrounding the area of
the church of San Pier Scherag-
gio and other points of interest.
These include the diachronic
reading of the central centuries
of the medieval period that re-
constructs the once lively neigh-
borhood, rich in towers and im-
portant activities. This entire
quarter was subsequently de-
stroyed (complete with confisca-
tions) precisely to make way for
Vasari’s construction originally
designed for offices, ufficiin Ital-
ian, and thus Uffiz, giving the
name to what todayis one of the
most famous museum complex-
es in the world. n

Irene Dei

A portion of the burial grounds found in
the East Zone (Alley of Gold).
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Life at the Uffiz

B AN AUTUMN
OF EXHIBITS

Montelupo — Until Octo-
ber 1, the Museum of Ce-
ramics of Montelupo hosts
the exhibit “The Ceramics of
Montelupo and the Uffizi. A
gallery of comparisons”, as
part of the traditional “Terre
degli Uffizi” (Lands of the
Uffizi) manifestations pro-
moted by the Florentine Gal-
leries and the Fondazione
CRFirenze. The ceramics on
exhibitare those unearthed
during archeological excava-
tions conducted in Monte-
lupo Fiorentino over the last
fifty years. They represent
the most well known and
widely diffused typologies
from the manufactories of
this extraordinary center
of production, active since
the Middle Ages and par-
ticularly flourishing during
the Renaissance, thanks to
wealthy Florentine clients,
the first and foremost being
the Medici. The “compari-
sons” proposed by the Uffizi
are, in particular, a portrait
in miniature by Bronzino of
Leo X whose coat of arms
appears on a majolica from
Montelupo, and a paint-
ing of the hunt by Jacopo
Chimenti called Empoli, in
which two ceramic artifacts
typical of the Montelupo
production appear.

Casole d’Elsa — For the
“Uffizi Diffusi”, the Civic
Museum of Casole hosts
an exhibition dedicated to
Augusto Bastianini (1875-
1938), an artist born in
Monteguidi (a district of
Casole), one of the most
influential artists on the Tus-
can panorama at the turn
of the nineteenth century.
Among the 22 paintings on
display is the work that can
rightfully be considered Bas-
tianini’s masterpiece, his in-

tense self-portrait as a young
man executed in 1900 and
donated to the Uffizi Gal-
lery by the artist’s widow in
1941. The exhibit is open
until November 1.

Augusto Bastianini, Self-portrait, 1900.

Scarperia — Once again
as part of the “Terre degli
Uthizi” (Lands of the Uffizi)
initiatives, the exhibit “The
Medici: Mugello Folk. Fam-
ily portraits from the Gal-
lerie degli Uffizi” can be
visited in Scarperia until
November 5. On display in
the prestigious Palazzo dei
Vicari are sixteenth century
paintings portraying the
Dukes and their consorts
by Ridolfo del Ghirlandaio,
Lorenzo Sciorina, a pupil
of Bronzino, and masters
from the circles of Santi di
Tito and Alessandro Allori.
In addition, unpublished
documents from the his-
torical archives of the city
of Scarperia retrace the ties
the Medici family held with
the Mugello region, as early
as the mid-thirteenth cen-
tury. It was then that they be-
gan purchasing properties,
followed in particular by the
acquisitions of the Villa of
Trebbio, and subsequently,
that of Cafaggiolo, “villas of
delight”, much loved and
lived-in by the Medici family.
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