GRAECO-ROMAN STATUES:

gallery in the Horti Lamiani on the Esquiline. The villas
around Rome could have offered rich results had they not
been plundered by treasure seekers rather than excavated by
scientists.

A thorough site by site survey of cities, villas, and sanc-
tuaries throughout the Mediterranean can provide many
more illustrations of Greek and Roman statues in relation to
each other, but further evidence will hardly alter the general
picture presented here.2® Large-scale importation of com-
mercial copies remains in general the standard by which
Roman decoration was measured. Shocking to the student of
Greek art though it may seem to say, Graeco-Roman civiliza-
tion was one in which architecture, especially its triumphs of
engineering, was much more important than portable or, at
least, movable decoration.?!

20 Excavations in southern Asia Minor have been revealing in these respects,
especially at Perge and Side. In the ‘Kaisersaal’ (Praetorium or Kaisareion) at
Side an Ares-emperor was balanced in mirror reversal by a Hermes-emperor; a
Hygeia was paired with a Nemesis, in so far as both derived from the same body
forms with the same types of drapery. The effect in the elaborate curved rec-
tangular, pedimented niches with their pairs of engaged or freestanding col-
umns must have been breathtaking. See A. M. MANSEL: Die Ruinen von Side, Berlin
[1963], 113 fI., Figs.go (reconstruction), 93—7 (the statues). Seen here Fig.25.

21 Students of Roman art expend considerable effort on the architecture of the
imperial fora and some of the reliefs found there from Renaissance times on-
ward, but the speed of excavation in the 1920’s and 1930’s ruined all opportunity
to verify what ancient sources and earlier chance finds had indicated about
statues in these crucial areas of Roman imperium. Oneillustration may suffice.
The surrounding colonnades (the intercolumnar spaces of the porticoes) of the
Forum of Augustus and the Forum of Trajan are known to have been filled with
statues of great men, and bases have been discovered over the centuries, few
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recorded in such a way that we can envision the relationships of the statues to
each other. The Forum of Trajan was a particularly unfortunate case, for
inscriptions were carted off to local epigraphic gardens and fragments of
statues, emperors, empresses, famous men, and Dacians, were piled into the
storage sheds under Mussolini’s broad Via dell’Impero (renamed the Via dei
Fori Imperiali). See E. s. STRONG: Art in Ancient Rome, 11, New York [1928], 74;
S. B. PLATNER, T. asuBy: A Topographical Dictionary of Ancient Rome, London
[1929], 239 f. and refs.
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ROBERT ENGGASS

Bernardino Ludovisi —III: His work in Portugal

THE visiting Englishman on the Grand Tour provided an
important part of the financial underpinnings of eighteenth-
century Italian painting but only rarely took an interest in
sculpture. Here his place was taken by the Portuguese King.
Still today the visitor who enters the vast basilica at Mafra
finds himself at every turn — in the narthex, along the side
aisles, in the chapels — face to face with monumental marble
statues by Italian sculptors: by Monaldi, Corsini, Bracci,
Piamontini; by Baratta, Fortini, Broccetti, G. B. Rossi; by
Pincellotti, Barbieri, della Valle, Foggini; by Montauti,
Ticciati, Frascari, Maini, and others, including Bernardino
Ludovisi.! The basilica contains what is by far the largest

1 Since most of the sculpture illustrated in this article had to be specially
photographed forme, I am mostgrateful to the Calouste Gulbenkian Foundation
for having directed their photographer to execute, at their expense, a substantial
part of the photographs I needed. In this regard I particularly want to thank the
Ambassador Pedro Theotonio Pereira, Trustee of the Foundation, and Dr
Braga de Oliveira, Director Ajunto of the Foundation’s Departamento cultural.

I am especially grateful also to Dr Maria Madeira Rodrigues, Director of the
Museu de Sdo Roque. Although during the period when I was in Portugal her
museum was closed while it underwent a major restoration and as a consequence

group of eighteenth-century Italian marble statuary to be
found anywhere in the world. What then is it doing in a
remote monastery in Portugal? The answer is that at the
time it was put in place its presence satisfied the needs and
interests of the Portuguese crown.

In 1706 King John V ascended the Portuguese throne. His
reign was to last more than forty years. During this period
Portugal enjoyed a measure of prestige and prosperity
beyond anything she had known for centuries. Spain, so long
a threat to the very existence of the Portuguese nation, was
now no longer a menace. The opening years of the century
objects from the treasury of S. Roque were accessible only with the greatest
difficulty, she made every effort to see to it that I had an opportunity to study
the works directly, and made available to me photographic details both of the
altar frontal in the Treasury, and the vault sculpture in the Chapel of S. Jodo.

But most of all those of us who are interested in the Italian Settecento owe a
special debt to Dr A. Ayres de Carvalho, Director do Musei de Mafra, and
Conservador do Palacio nacional da Ajuda, not only for his generous help and
encouragement to art historians such as myself who come to Lisbon, but still

more for his scholarly studies which have done so much to expand our know-
ledge of art in eighteenth-century Portugal.
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found the Spanish Hapsburgs threatened with extinction and
almost powerless. The Bourbons who succeeded them
fought briefly with Portugal but concluded peace in 1715.

At about this same time Portugal began to show the effects
of the discovery of gold in colonial Brazil. Though found
in traces earlier, gold began to be mined in quantity from
1697 on. The ever-increasing shipments sent back to the
mother country ended an epoch of penury and ushered in an
era of splendour. To gold were added diamonds. Their
discovery in Brazil in 1728 was to make King John still
richer.

The king used his wealth and power to develop a national
monarchy along the lines already laid out by Louis XIV. His
aim was to introduce into Portugal the by then familiar form
of Absolutism in which the centralization of the government,
the ceremonials of the court, the magnificence of the archi-
tectural setting, the focus of literature and the fine arts, all
served to glorify and render more powerful the monarch’s
rule.

John also lavished riches on the Church, not unmindful of
the opportunities for the Church to honour Portugal and her
king. This last was of special importance since John V was
only the third of the Bragangas to wear a crown. In his
relations with Rome the king was exceptionally successful.
Almost at the outset of his reign he sought to raise his
chaplain to the dignity of a patriarch. This was done in 1716,
in recognition of the contribution Portugal made to the Holy
War when in that same year, together with Spain, she sent a
flotilla against the Turks. In 1730 Lisbon joined the select
group of European capitals: Paris, Madrid, Vienna, but not
Warsaw, whose papal nuncios were cardinals. And from
1737 on the primate of Portugal wore the red hat.

After being for some years childless the king took a vow
that if God granted him an heir he would build a huge and
magnificent monastery as a sign of his gratitude. An heir was
born in 1714 and work on the monastery at Mafra began
three years later.2 The gigantic complex contains the
expected rows of monastic chambers, but also vast palace
suites suitable for the country residence of a king, an enor-
mous and richly decorated library, and the necessary service
wings, all grouped around various courtyards. The whole is
arranged in a rectangle with the basilica at the centre. In its
general layout the complex at Mafra copies the Escorial,
though its decorations are more in the manner of
Versailles.

Inside the basilica there are fifty-odd marble statues and
half again as many reliefs, all large in scale, all ordered and
executed within a brief span of time. In the history of
eighteenth-century sculpture such an enormous commission
is virtually without precedent. The vast assemblege is a
glittering reflection of Brazilian gold put to use to gild at the
same time both the Church of Rome and the Portuguese
crown.

It impressed most visitors. William Beckford, author of
Vatek and builder of Fonthill Abbey, by no means always a
sympathetic observer, could not help but admire the overall
opulence. Recording his visit to Mafra on 27th August 1787
he wrote in his journal: ‘. ..we entered the church, passing
through its magnificent portico, which reminded me of the

2 JOAO PAOLO FRIERE and CARLOS DE PAssos: Mafra, Notica-Historic6-Archeoldgicae
Artistica. . ., Porto [1933], p-71.
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entrance to St Peter’s, and is adorned by colossal statues
of saints and martyrs carved with infinite delicacy out of
blocks of the purest marble . . . the monks came forth bowing
and scraping with their usual courtesy and led us round the
interior . . . Never did I behold such a profusion of beautiful
marble as gleamed above, below and around me.’3

Many of the statues have inscriptions that tell us when
they were made. Those so inscribed were all done between
1731 and 1733.4 Aesthetic considerations aside, Portugal’s
foreign policy made it inevitable that the crown would turn
to Papal Italy rather than Bourbon France to carry out the
programme. Almost every sculptor then active in Rome had a
part in the commission. Ludovisi made two of the statues, a
St Cajetan of Thiene and a St Francis of Paola (Figs.26 and 27).
Both stand in niches inside that part of the entrance portico
that lies below the belltower on the left of the fagade.

Though there has been some confusion as to which of the
two statues are by Ludovisi,3 both are signed. The St Cajetan
bears the following on the right side of its plinth:

BERNARDINVS
LVDOVISIVS
ROM. F
1733

The Venetian saint, who was canonized by Clement X in
1671, is less often represented than one should imagine in
view of his position as founder of the Theatine order, but
there are two large marble statues of him in Rome. The one,
in the Sistine Chapel at S. Maria Maggiore has been
variously attributed to Pietro Bernini and Nicolas Cordier.®
At the time Ludovisi began work on his statue for Mafra? no
sculptor in Rome could fail to be aware of the other §t
Cajetan: Carlo Monaldi’s monumental marble figure had
been set in its niche in the right transept of St Peter’s only a
year or two earlier.8 It is a tribute to Ludovisi’s independence
and originality that he followed neither. Instead he created a
new interpretation in which the saint’s admonishing gesture
and the intensity of his facial expression (though now distor-
ted by stain and discoloration) combine to produce a sense of
resoluteness and strength (Fig.26).

At the same time Ludovisi follows fully the eighteenth-
century preference for quieter rhythms, for slow, more
attenuated curves, here based on the undulance of the pose
and lightly echoed in the garment-folds, above all in the
cloak’s contour. Like the gentle movement of the body and
the casualness of the turned-up coat collar, it is all part of
the new spirit of Baroque détente.

3 The Journal of William Beckford in Portugal and Spain, 1787-1788, ed. by Boyd
Alexander, London [1954], p.176.

4 A. AYRES DE CARVALHO: A Escultura em Mafra, 2nd edn., Mafra [1956], pp.49-
50 (hereafter cited as ‘AYRES DE CARVALHO’).

5 EMILIO LAVAGNINO, in GIi artisti italiani in Portogallo, Rome [1940], on pp.g99—
100 in his section on Mafra, writes that ‘Bernardino Ludovisi, seguace di Pietro
Bracci, firmd nel portico la grande statua di S. Francesco di Paola e nella navata di sinistra
P’immagine di S. Michele Arcangelo.” Again, on p.16g, Lavagnino assigns the same
two statues to Ludovisi. Nowhere in the book does he refer to the St Cajetan of
Thiene, though the statue bears Ludovisi’s signature. In point of fact the St
Michael, which Lavagnino illustrates on plate CII, is signed by Giovanni Battista
Maini as is the St Gabriel nearby (see AYRES DE CARVALHO [1956], p.50).

6 A. RICCOBONI [1942], p.113, ill. pl.152.

? Ludovisi probably began work on the St Cajetan in the summer of 1732,
immediately after he had finished his Charity for the entrance porticoof St Peter’s,
for which see Part I of this article, in THE BURLINGTON MAGAZINE [August 1968],
p-442.

8 On the front of the plinth of Monaldi’s statue we read: CARLO MONALDI
ROMANO/ETATI SVE 47/1730.
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