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A Studientag dedicated to North Italian Renais-
sance art at the Bibliotheca Hertziana in Rome 
took place in July. Organized by Giancarla Pe-
riti, a fellow of the institution, six scholars gave 
lectures on topics dedicated to the art of the fif-
teenth and sixteenth centuries of Emilia-
Romagna and Lombardy. This illuminating ex-
change of ideas was introduced by Giovanna 
Perini's lecture entitled "Il passaggio dal Quat-
trocento al Cinquecento nella letteratura arti-
stica del Seicento emiliano." Perini dealt with 
issues of anti-Vasarian discourse in the seven-
teenth century with focus on the Bolognese 
Count Carlo Cesare Malvasia's Felsina pittrice 

of 1678. Giorgio Vasari's Le vite de'pifi eccellen-

ti pittori, scultori e arcl'zitettori (1550 and 1568) 
became a point of departure for all later wri-
tings on the history of painting on the Italian 
peninsula. To Vasari, who understood pictorial 
style in terms of a plurality of regional schools 
with different but unequal merits, the maniera 

moderna of Rome and Tuscany was the most 
perfect. Perini examined how Vasari criticized 
the artists of Bologna because they worked wit-
hin the idiom of the maniera devota, a pious but 
clumsy style, according to Vasari, lacking the 
divinity of artifice which came from the perfect 
disegno of the Roman Raphael and Michelan-
gelo. A key exponent of the maniera devota was 
Francesco Francia, who according to Vasari 
died of jealousy after having seen Raphael's 
"St. Cecilia" (Pinacoteca Nazionale, Bologna) 
when it arrived in Bologna. In her lecture Peri-
ni argued that Malvasia's appraisal of Francia's 
naturalist colorism and softness of the flesh 
tints, in fact, reflected the perception of the Bo-
lognese humanists of the painter's life-time. 
Between this network of scholars Francia was

construed as something like an Emilian version 
of Raphael. 

Reaction against Vasari also appeared in 
Marzia Faietti's talk "Gli amici di Aspertini" in 
ironic reference to the unpopularity of Amico 
Aspertini among authors since the sixteenth 
century. Vasari interpreted the painter's styli-
stic eccentricity as a result of pure madness. 
Against this obviously wrong notion Faietti po-
sitioned the artist in the context of Bolognese 
humanism of the Cinquecento. She called at-
tention to Aspertini's circle of friends such as 
the Achillini brothers and Codes (Bartolomeo 
della Rocca). The author brought insights into 
the artist's familiarity with the Greek language, 
his studies of Antiquity, and his association 
with Cardinal Domenico Grimani. In my view, 
however, Faietti failed to account for the gene-
ral strangeness of Aspertini's maniera manifest 
even in his depictions of saints. 

Intellectual context was the subject of Gian-
carla Periti's talk "Committenza femminile e 
spazio privato: il caso della Camera di San Pao-
lo di Antonio Allegri da Correggio." Periti pre-
sented a new interpretation of Correggio's stu-
pendous frescoes in one of the private rooms of 
the abbess Giovanna da Piacenza in the mona-
stery of San Paolo in Parma. By introducing 
new visual material Periti revealed that Correg-
gio's mythological grisaille frescoes were per-
ceived in a hieroglyphic mode intended to sti-
mulate a particular kind of humanistic 
response. The speaker called attention to the 
Hypnerotomaclzia poliphili, to Erasmus' Adagia, 

and to Fasanini's edition of Horapollo's Hiero-

glyphica as pertinent texts for the understan-
ding of Correggio's decoration. 

Mary Vaccaro discussed Parmigianino's


