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BABETTE BOHN

Valesio, the Archiginnasio,
and the first American at the University
of Bologna

Glovanni Luigi Valesio (ca. 15617-1633) was an artist and poet
associated with the Carracci school. The son of a Spanish soldier for
whom both the date and place of birth are unknown, Valesio was best
known as a poet who associated with other writers like Giambattista
Marino and Cesare Rinaldi, and as an engraver who produced nearly
200 prints. These two activities were related. since the artist’s engrav-
Ings provided a forum for visual expression of his literary imagina-
tion." Thus, many of Valesio’s engravings, particularly his heraldic
designs, are striking for their iconographic inventiveness and origi-
nality. This attention to literary content and iconographic inventive-
ness also characterizes his paintings.

The recent scholarship of Veronika Birke demonstrated that Valesio
was more active as an engraver than was formerly known.” Now, it
appears that his activity as a painter, which received less attention
from the early sources than his engravings, was also more substan-
tial than was previously thought. Valesio’s newly rediscovered fres-
coes in Alto Lario, published in this journal by Andrea Comalini, join
the small group of frescoes by the artist in Bologna and Rome that
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works for private than for public patrons in early Seicento Bologna.
Moreover, Oretti's list of Valesio's private patrons is conspicuous for
the intellectual and literary character of its personae: it includes «Casa
Cospi», the Bolognese Senatorial family who were notable for their
interests in antiquity and modern art and their close association with
the Medici;’ the Cavalier Marino, a prominent poet who praised Valesio
in his poetry;®” and «Casa Rinaldi», the family of Cesare Rinaldi, a
Bolognese writer who knew Valesio.” Oretti’'s additions suggest that
Valesio was closely associated with a group of humanists and intellec-
tuals who appreciated the poetic imagination evident in his works,
and it is likely that the artist produced many more such paintings for

private collectors that are no longer known.
One example of such a work for a private collector is Valesio's hith-

erto unknown painting of a female martyr saint, illustrated in plate
1. This picture was catalogued in a recent auction at Sotheby’s as
an anonymous work of the Bolognese school, although it is inscribed
with the artist’s monogram, «VALE», which is also found on his en-
gravings. ' This work, now in a private American collection, dem-

On the Cospi family, see Lorenzo Lecar, Museo Cosprano annesso a quello del famoso
Ulisse Aldrovandi e donato alla sua patria dall Hlustrissimo signor Ferdinando Cospi patrizio
di Bologna e senatore Cavaliere Commendatore di S. Stefano, Bali d'Arezzo, ¢ March. D
Petriolo. .., in Bologna, per Giacomo Monti, 1677; Mimuam Frieri Mazza, Archivio del collezioni
smo mediceo: Il Cardinal Leopoldo, Milano and Napaoli, R. Ricciardi, 1993, 1, p. 3-91; and Epwarn
L. GovLouera, Patterns in Late Medici Art Patronage, Princeton N.J., Princeton University Press,
1983, p. 34-53

" As noted by Fr. PELLEGRINO ANTONIO Ortanm, L'Abecedario Pittorico dall autore ristam
palo, corretto, ed accresciuto di molf professori e di altre notizie spettanty alla puttura, 1n Napol
a spese di Nicolo e Vincenzo Rispoli, 1733, p. 248, and Ip., Notizie degl senitton bolognes:
dell’ opere loro stampate ¢ manoscritte, in Bologna, per Costantino Pisarri all'insegna di S. My
chele, 1714, p. 167; and by M. Orern, IV, p. 386

" Rinaldi { 1559-1636) was a Bolognese writer who was best known for his poetry. According
to Giovanst Fanruza (Notizie degli serittort bolognesi, in Bologna, nella stamperia di S. Tommaso
d’Aquino, 1781-94, VII, p. 187-88), Rinaldi was a devotée of painting and a particular friend ol
the Carracei. His engraved author's portrait, which served as the frontispiece for part three
of his Delle Rime di Cesare Rinaldi Bolognese (in Bologma per Vittorio Benaca, 1590), has been
tentatively attributed to Agostine Carracci (See The Ilustrated Bartsch, 39, Commentary, Part

I: ltalian Masters of the Sixteenth Century, by Babetie Bohn, New York, Abaris Books, 1995
n. 4901 .240x)
W Sotheby's. 15 April 1999, lot 414, in o1l on canvas, measurnng 86.5 x V2.5 em. The four

letters are mtertwined and agveriapping and appear al the lower center of the picture
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it 1s In the exercise of his poetic imagination, seeking visual form in
fresco, that his greatest artistic contributions were made. Valesio's
intellectual inventions were particularly well suited for appeal to the
scholarly and ecclesiastic communities of early modern Bologna.

As noted above, neither the date nor the place of Valesio’s birth is
known. He was the son of a Spanish soldier who was sent in 1580 to
Correggio, where the family is documented until 1598."% Several of
the early sources remark that before becoming an artist, Valesio was
a dancing master, fencer, lutenist, and poet. The date of Valesio's
arrival in Bologna is unknown, but it seems likely that it predated
his activity as an engraver, which began by 1594.'° This chronology
would also conform with the accounts that Valesio became associated
when he was over thirty with Ludovico Carraceci. who provided the
artist with drawings of lions, eagles, angels, virtues, and other figures
as models for study."” Valesio also worked in cities near Bologna, in-
cluding Modena and Reggio Emilia. His contacts with the Ludovisi
family, who commissioned numerous engravings from the artist, led
to his transfer to Rome after the election of Alessandro Ludovisi as
Pope Gregory XV in 1621. In Rome, Valesio worked particularly for
Gregory’s nephew Cardinal Ludovico Ludovisi. for whom he produced
a variety of engraved and painted works. The artist evidently remained
in Rome until his death there in 1633.

Masini and Malvasia, Valesio’s two seventeenth-century Bolognese
blographers, mentioned eight frescoes by the artist in the city. Masini
noted only one: «la prospettiva del Collegio Pannolini. a vista della

15, NioosKTTA Roio. Giovan Luigi Valesio, in La Scuola dei Carracci: dall Accademia alla
Bottega di Ludovico, a cura di Emilio Negro and Massimo Pirondini, Modena. Artioli. 1994 p
335 and 338, n. 4 Although Roio gives Valesio's date of birth as ca 1560, 1 have adopted the
date suggested by several of the early writers, including M. Husegr - C.C.H. Rosr. Handbuch Jur

Kunsthebhaber und Sammler, Zirich, Orell Gessner Fissli und compagnie, 1796-1808, 111

1799, p. 277; and Apam von B ARTSCH, Le Petntre-Graveur. aV
librairie place St. Michel, 1803 1821, XVIII, p. 211

* Valesio's first print, a Portrait of Francesco Panigarola, can be dated by its AACIIpeion 1o
1594, as Birke noted. The {llustrated Bartsch, 40 (Commentary Part 1), 1987, cit._ n 2001
The print is signed with Valesio's monogram: «VALO-. One of onlv two portraits in his printed
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instead of her traditional portrayal as a bare-breasted woman nurs-
ing infants. In Valesio's original conception, it is Benignitas, rather
than Caritas, whose spouting breasts are her identifying attribute.
Thus the fresco supplies a telling example of Valesio’s inventiveness
as an iconographer.

Valesio’s best-known work in the Archiginnasio is his fresco of Four
Virtues in the Monument to San Carlo Borromeo (plate 5). It dates
from 1610-12, making it contemporary with the Palazzo Pubblico
frescoes, with which it shares many stylistic and iconographic features.
Both Malvasia and Oretti mentioned this fresco, which was evidently
one of Valesio’s best-known public paintings in Bologna.” Probably
inspired by the canonization of San Carlo Borromeo in 1610, the
monument was conceived to honor Borromeo, who was Cardinal Leg-
ate to Bologna when the building of the Palazzo dell’Archiginnasio,
new seat of the University, was initiated in 1561.° The monument,
on the wall of the first ramp of the scala dei Legisti, consists of the
central features of a commemorative inscription flanked by angels and,
above. a statue of the saint by an anonymous sculptor, flanked by
Valesio’s fresco of four female allegorical figures of Virtues. It seems
clear that Valesio's fresco was executed first, since the sculptural
decoration partially obscures the painted figures, complicating the
dentification of those Virtues whose identifying attributes are no
longer visible.™

3 Mavasia. Felsina Pittrice cit., 11, p. 96 and In., Le Pitture cit., p. 2495, M. ORETTI,
Notizie cit.. (BCABo, ms. B.126), IV, p. 388 and Ip., Le pitture che s ammirano nelli palazz e
case de’ nobili nella citta di Bologna e di altri ecdlifict tn detta cutia, unpublished manuscript in
the Biblioteca dell’Archiginnasio di Bologna, n d. (BCABo, ms. B.104), 1, p. 9 The fresco was
also noted by Giroramo Bianconi, Guida del forestiere per la citta di Bologna e suoi sobborghi
divisa in due parti con tavole in rame, Bologna, per Annesio Nobili, 1820, p. 267 and by A
Bovocnima Amownt, Vite ait,, 11, p. 148

3 The building was officially commissioned by Pope Pius IV but its true patron, who financed
and Hll[ﬂ'ﬂ“l:-.l*l‘l ils construction, leading up Lo ILs inauguration in 1563. was Pier Donato Cesi
Borromeo's vice legate and Bishop of Narni. See Riciarp Turne, Il Palazzo dell A higinnasio
in una relazione inedita di Pier Donato Ces: al ardinale Cario Borromeo, in L'Archiginnasio. 1l
Palazzo. |'Universita. la Biblioteca, a cura di (iancarlo Roversi, 1, Bologna, Credito Romagnolo,
1987, p. 67

* Donatella Biaggn Maino notes that the monument Was erected in 1610 and enlarged in
1612 in In., La gratitudine ¢ la memoria. { monumenii affrescali d ‘eta barocea, 1N L. Archyinnasio

Il Palazzo cit., 1, p. 119
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Valesio's Virtues are not all easily identiﬁable,l allhﬂqgh presum.
thev were all selected to honor appropriate virtues in the saint
B .9 inventiveness as an iconographer poses problems ip
*Hm Vmﬂlmﬂt; = icularly since none of the early writers supplies
mspmm‘.pﬁc inf| e ‘:;:lun 'l'.hi'; Virtues' identities. At right, the figure of
Faith is dg:m standing nearest the center, hnlding a cross.® ng
downcast gaze and introverted demeanor contrast with the gregari
ous sensibility of Charity, a more ynuthful. ﬁg‘g re seated at right.
Charity, a mu;e conventional depiction of this Virtue thanl her coun-
terpﬂ.r; in the Palazzo Pubblico, smiles down at the two chlldren who
accompany her, as she bares her breast to offer them n:;n_.mshment.
Her colorful garments also contrast with the somber grayish browns
of her sister's clothing. Faith and Charity are the two most conven-
tional depictions of Virtues here, making them the easiest to identify
The two Virtues at left, who are also contrasted 1n pose, clothing,
and sensibility, are more difficult to interpret. The seated f'&gpre at
far left, dressed in white and gold, looks down at a small orb in her
right hand and places her left hand on her heart to demonstrate her
sincerity. She is seated on a lion whose reins are held by a putto, the
only ﬁEUN in the fresco who looks out and makes direct eye contact
with the viewer. Although previously identified as the personification
of Justice, it seems more likely that this figure represents hiagzlmm-
ity. Although she does not correspond in every particular to Cesare
Ripa’s description of this Virtue. Magnanimity is the only Virtue de-
scribed by Ripa who sits on a lion, the noblest of all beasts, who alleg-
edly showed himself to hunters to distract them from other animals,
generously risking his own life, so as to enable the weaker animals to
escape.™

T See bﬁmﬁé&m byeer nght hand. but the present condition of (he (rescl makes
X mposshis 1o sdentefy this obgect .

. " Cosaaz R, foomodegs. o Roma. appresso Lepido Facy), 1603, p. 300. Ruipa 'hﬁni-.lui
S50 =ciodes 2 putto behind the woman although Ripa specified that the putto held Jir
I with cotes spilling cut. Other elements described by Ripa, like the woman o
00 SEpler werr not Dciuded by Valesyo here. Biagi Maino identified the figure as Justice 1T

i ‘e prosiedine ¢ la memong o P 142 n 4
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The veiled figure standing next to Magnanimity, holding a pasto-
ral staff, eludes clear identification in the absence of any other vis-
ible attributes. Presumably she refers in some way to the pastoral
mission of San Carlo Borromeo, who as bishop of Milan tended ac-
tively to his flock, increasing assistance to the poor and needy, estab-
lishing programs for the religious instruction of children, feeding
thousands of people during the famine of 1570, and even personally
ministering to the afflicted during the plague of 1576. It is worth
noting that in Ludovico Carracci’s painting of San Carlo baptizing
during the plague of Milan (Nonantola, Abbazia. 1613-16) of just a
few years later,”" a similar pastoral cross is conspicuous in the com-
position. Perhaps Valesio’s allegory and Carracci’s painting both re-
fer to a specific type of Christian charity, performed by the clergy
during the Counter Reformation. with its strong emphasis on this
particular virtue. As Mauro Carboni has commented, Counter Refor-
mation Bologna enjoyed a particularly strong emphasis on the
«religione delle opere», promoting the founding, in late Cinquecento
Bologna, of a series of charitable institutions, including the Opera dei
Mendicanti (1563), the Compagnia dei Poveri (1576), the Pio Cumulo
della Misericordia (1576), and the Monte del Matrimonio (1583) %
This religious context may account for Valesio's unprecedented inclu-
sion of two different types of charity, one applicable to the laity and
the other to the clergy.

In both iconographic inventiveness and figure style, this fresco is
markedly similar to the contemporary fresco of Virtues by Valesio in
the Palazzo Pubblico. Both works demonstrate the artist’s willingness
L(lrbe unconventional in his depictions of Virtues, and both employ ide-
alizled, graceful figures with little anatomical detail visible underneath
their draperies. The generalized, oval faces with small features are

———

“ On this ;, see Frax |
*rmil n thus painting, see Franceson Arcancerl, Natura ed espressione nell ‘arte Bol
“Miliana, Bologna, Alfa. 19

XXV n. 3, 1987 p. 225

™ This phrase s taken from
fessors missionar;
applicability tq Balo
Matrimonio di Bol

LTS E-
-l'”,” H:iil”ll H- ["4&”_"-._' .:_:“j’”f D 8 .!r.-l]‘.'ﬁ'f I.'L.fi“fl in .\LIHH"I I}rllﬁlni_:.‘"

d ADRIANO Prospy RI, I tribunali della cosclenza. Inguisior:, con
l'orino, Einaudi, 1996, P- 21. Mauvro Carpox: compellingly suggested its
gna (Le doti della poverta’: famiglia, risparmio, previdenza: il Monte del
gna .".i':'iHl-j'.f?}Hh"_ H-nin’.mu. 11 Mulino, 1999 p. 17)
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reminiscent of both Correggio and thg late works of Ludovico Carrace
Valesio's teacher. Although the condition of the fres.-cn makes such judg.
ments tenuous, Valesio appears to demﬂnstlrate lhttle interest in spa-
tial illusionism here, portraying his figures mth htFle volume and plac-
ing them in the foreground, with no evident indication of a background.

If his fresco for the monument to San Carlo Borromeo quickly
became a well-known work in Bologna, this fate was not shared by
Valesio's two other frescoes for the Archiginnasio. One fresco on the
ground floor was cited only by Oretti: «Nella camera dletta] la bujaa
canto la sudldetta) cappella il volto & dipinto dal Valesio».™ No trace
of this work remains today, since it occupied a portion of the
Archiginnasio that was destroyed by bombing during World War II.
It is impossible, without even a photo of the lost work, to judge the
validity of Oretti’s attribution of this fresco to the artist.

A third fresco (plates 6 and 7), also on the ground floor of the
palace, has evidently never been attributed to any artist. Despite
its prominent position in the vault of the entryway to the Archi-
ginnasio, it is mentioned by none of the many writers who discussed
the Archiginnasio’s frescoes, apart from Sorbelli, who transcribed the
inscriptions without mentioning an artist.™

The fresco depicts an elaborate concetto: A large globe appears, set
against a field of blue, in which a wind deity with inflated cheeks ap-
pears in each of the four corners. At the top, below a long banderole
inscribed, ~ADVOCAVIT BONONIAM TE COELVM DE SVRSVM-,
two putti carry a cardinal’s hat. Below this, standing at the summit
of the globe, are two female allegorical figures, representing Justice
and Peace. These figures are clearly identifiable, both by their tradi-
tional attributes (Justice holds scales and a sword, whereas Peace
holds an olive branch and a flame that is turned down to extinguish
a collection of arms) and by the inscription on the smaller banderole
that they jointly support. They flank a large golden escutcheon with

: M. Onrrr, Le pittare cit_ L p 10
SoRsEiLl, Le sscruzons € gl stemumyy dell Archiginng

e g

‘ ,» Rologma. N 7 aruchell
196 L p

I %5 wﬂmfuﬂ ranscrphons of all the Inscrplions i Lhe frescc.
" iscribed: «IVSTITIA ET PAX PROPTER TE, SE SE OSCVLATAE SVNT
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a castle surmounted by an eagle, the arms of the Genoese Cardinal
Benedetto Giustiniani. Below Giustiniani’s arms, more putti support
a large, inscribed banderole; and below this, three more heraldic es-
cutcheons appear, surrounded with further inscribed banderoles. The
three coats of arms on the lower register, moving from left to right,
are those of Lima, Peru (with the three Magi); the city of Bologna;
and Didacus de Leon Garavito (with helmet, rampant lions, and ar-
rows). At lower right, the last inscription also supplies the date of the
monument: 1607,

As the inscription in the cartouche at lower right explains, the
monument celebrates the accomplishments of Didacus de Leon
(zaravito, the first student at the university of Bologna to come from
the Americas. A student in the faculty of jurists, who was born in
«Novo Orbe» and came to Bologna from Lima, Peru, Garavito com-
missioned and paid for the fresco in 1607, the year that he was named
to the high office of «priore dei giuristi». In 1607, Cardinal Benedetto
Giustiniani was papal legate to Bologna (he served from 1606-1611),
which explains his prominent acknowledgement in the fresco. A let-
ter from Giustiniani, written in July of 1607, expresses the Cardinal's
approval of the work.™ Although this is Garavito’s only commissioned
monument in the Archiginnasio, his historical importance as the first
«American» incorporated in the increasingly global reach of the uni-
versity is confirmed by the recurrence of his coat of arms in six places
on the walls of the Archiginnasio.®

Although there is no record of the artist who executed the fresco
for Garavito, that artist was surely Giovanni Luigi Valesio, whose
authorship is indicated by several factors. First and foremost. the style
of the fresco is characteristic of Valesio’s early Correggesque-
Ludovichian manner, with its small, oval faces, elongated bodies, in-
attention to anatomy beneath the draperies, and disinterest in spa-

i1 m .
“ This . . : :
his letter, which is part of manuscript B. 1303 in the Biblioteca Comunale

dell’ | :
Hr”_:“:'h'ﬁ-’m““h"h Hulul.:nu. WAaS ],'Il.lhll:-hl’l" h_,.- Guartiero Toxerrr. Una memaoria
: .d, i"l;‘ II'EIHII-’.IHHJ 'u-l’ r”_“,”” .‘i”“’fr'”h' ven o ‘.‘.’u!h. .‘lﬂll"rfq'.ll;.' H“I ll.l FH‘IJ er<ilil l-'I'l' I"L Hlli ’ll:r'!“- H‘-l'*'n.
a b:ﬂﬂﬂﬂ bolognese~, VIII, 1958, p. 265-273
i, p. 272
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with its symmetrical arrangement

tial illassOmIss™- .The mmpﬁmﬂjeﬁutchmnﬁ. is similar to many of
of putt, allegorical figures, an R ot of Arts of Carding
Valesio's heraldic engravings, such as the Coat of - -h. Ca bfnm.
Focchinetti with Allegorical Figures iplate_ 8), a prfnt that probably

iates 1606. The sjmmetrical cﬂmpc_lb‘llrmn:&. exaggerated curva-

created by the contrapposto stance, similar arm Fx_}slll(mns. turned
“{h; and rather fussy arrangement of the draperies are strikingly

—— =

A ﬂfﬂﬂmﬁﬁg reason for attributing the f'l:t'-:'-;::n to Valesio is
its charactenstic iconographic inventiveness. In thls fresco, commemo-
rating the global reach of the university population in Bologna, mllh
the first student from the Americas, the artist port rayed a globe, with
the four cardinal directions indicated by the four winds in the cor-
ners. Although the fresco is damaged today, it is clear {hat‘ the right
side was onginally darker than the golden tonality of the left, express-
ing the conceit that the dark. or unknown side of the globe that h”mﬁ.
the Americas is now made visible and known, under the auspices ol
Cardinal Giustiniani, by the virtues of Justice and Peace. Thus Bolo-
gna is unified with distant Lima. through the arrival o Garavito, as
their adjacent coats of arms express.

Although there is no written documentation of Valesio's responsk
hility for the Garavito fresco, his authorship 1s compellingly indicated
by the style and iconography of the painting. In addition, it is templ-
ing to speculate that Valesio's half-Spanish origins might have sup-
ported his connection to the Spanish-speaking Garavito. Valesios
successful invention in the Garavito fresco was probably ll'tﬂlll-.?nl.!.ail
in heiping the artist to secure the subsequent cOMmMmISSI0NSs, only a few
years later, for the Monument to San Carlo Borromeo and for the
Virtues in the Palazzo Comunale.

In any case, the Garavito commission of 1607 provided the artist

with the opportunity to create his most original large-scale mon ument

=
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in fresco. Building upon his experience as an engraver with heraldic
designs, the artist conceived a fresco that incorporated heraldic im-
agery, allegorical figures, and global references to express the broad
geographical reach of Bologna’s university community. Perhaps be-
cause Valesio was as yet unestablished as a fresco painter in 1607, his
responsibility for the work was long forgotten. But the iconographic
inventiveness of Valesio’s fresco provides compelling evidence of the
intellectual vitality and sophistication of this poet-painter of the
Carracci school and reminds us of the close links between literary and
artistic creativity during this period. Valesio’s literary gifts were par-
ticularly well suited to meeting the needs of Bologna's intellectual
university community, who would have been as unable to afford the
high prices of Ludovico Carracci and Guido Reni as they were capa-
ble of appreciating the nuances of iconographic originality.

lLam g
- * | Fﬂffﬁ“' !fl D."‘ 4 il ¥ ’ ¥ -
5 A. Baxrsow, Le Peintre-Groveur cit XVIIL 227. n. 71: The jlustraied : ‘ t'nt'ﬂurﬂg[.nmnr o H';; P ruu“*f:r Bellettini ,J"f.if his support, assistance, and
s s bl 1 FiRE , o PSS ' : T L~ " '
Ifmm Part 1), 1987, cit., n. 4002.125. Birke argued that these arms were probab :r . Veronika Birke, wh ki essay. I also wish to acknowledge my debt to Dr
® Lardinal Antonio Fachinetti, who died in 1606, and also related the work sty pstacally © » Who has done so much to restore modern critical awareness

of Giou |
exther engraving of 1602 ' Giovanni Luigi Valesio.
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