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Fig. 1. Marcus Meijers,
Herm bust of Marcello
Venuti, 1730, terracotta,
49,2×32,2 cm, Todd
Longstaffe-Gowan & Tim
Knox Collection, London,
Malplaquet House.

Fig. 2. The signature on the
side of the Herm bust of
Marcello Venuti.

The difficult rebirth of the herm
bust
Daniela Gallo

It was supposedly during the
excavations of the ruins of Hadrian’s
Villa at Tivoli that the architect Fra
Giocondo da Verona conducted around
1488, that the first ancient herm portraits
were found again[*]. Often broken, as
they had been re-used as building
material, these herms retained the
names of famous men from Greek
Antiquity, to which they had been
dedicated, thus stirring the interest of
antiquarians. During the realization of
Pope Julius III’s Villa a little beyond
Porta del Popolo – the construction of
which began in 1551 under Vignola’s
supervision, after an overall design by
Vasari -, a certain number of herms
were taken away to be reinstalled in the
pathways of the garden. Recovering in
that way a new decorative function, all of
the headless herms received at that time
new heads. At the time of Julius III’s
death, in 1555, Cardinal Giovanni de’
Medici inherited most of them, for the
new Pope, Pius IV, put the northern part
of the Villa Giulia estate at the disposal
of Cosimo I, Grand Duke of Tuscany,
and his family. Upon Cardinal Giovanni’s
premature death in 1562, his Roman
belongings were transferred to his
younger brother, Cardinal Ferdinando,
who, at the beginning of 1576, bought
Cardinal Ricci da Montepulciano’s Villa
on the Pincio and had the collection of
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Fig. 3. Marcus Meijers,
Bronze Medal of Marcus
Tuscher, ∅ 65,4 mm,
Cortona, Museo
dell’Accademia Etrusca.

Fig. 4. Jean-Antoine
Houdon, Herm bust of
Rousseau, 1778-80, bronze,
H. 45 cm, Paris, musée du
Louvre.

herms – which had become a Medici
collection – carried from Villa Giulia. The
herms which had remained in other
parts of the gardens of Pope Julius III’s
Villa ended up in other Roman
collections, such as Cardinal Rodolfo
Pio da Carpi’s[1]. Pius IV also picked up
several items for the gorgeous setting of
his Amphiteatro Vaticano, the gallery of
illustrious men and women that the
Neapolitan architect Pirro Ligorio staged
in the hemicycle of the courtyard of the
Belvedere in 1564-1565[2].

In the same way, in the thirty or so years
following 1550, Ligorio set about
drawing all the herm portraits that had
been found either in Tivoli or in Rome
and its surroundings, and along ancient
consulary lines of communications, as
far as Campania, at Cumae or Pozzuoli,
for his illustrated and annotated
encyclopaedia, the Antichità di Roma,
which unfortunately never appeared in
print[3]. This middle of the 16th century
was indeed a time for catalogues,
compilations and classifications[4]. What
then could be more interesting than
bringing together the known images of
the famous men of Antiquity in order to
try to piece together the history of this
Graeco-Roman past? While Ligorio did
not perfectly realize his huge entreprise,
others, less ambitious, such as Achilles
Statius (Achille Estaco) or Fulvio Orsini,
never ended putting together illustrated
albums of antique portraits, in which the
lion’s share were the herm exemplaries,
displaying the inscribed names of these
famous philosophers, poets and
orators[5]. Orsini’s volume, for instance,
first published in 1570, was republished
and enlarged twice, in 1598 and
1606[6].
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Fig. 5. Christopher
Hewetson, Herm bust of
Gavin Hamilton, 1783 ca.,
marble, H. 55,8 cm,
Glasgow, The Hunterian
Museum.

Fig. 6. Agostino Penna,
Herm of Antisthenes, Rome,
Biblioteca di Palazzo
Venezia, Ms. Lanciani 138.

A joy for both scholars and collectors of
antiquities, these herm portraits
nevertheless did not stir any interest
among contemporary sculptors. The
reverse of a bronze medal showing
Erasmus, made by Quentin Metsys in
1519 and representing the god Terminus
is one of the rare examples  – and
doubtless the earliest one – of this
formula of reuse in the Renaissance[7].
The prevailing model for all’antica busts
sculpted in the round still remained the
portrait of emperors on a socle, with a
rounded cut, showing the upper part of
the arms, and with the chest covered
with a tight-fitting cuirass and/or the
paludamentum worn by imperatores. In
his manuscripts, Ligorio gives us
interesting testimonies on the Roman
habit of transforming herms of
philosophers into busts of emperors so
as to satisfy the insistent requests of
collectors striving after complete
series[8]. It was not until the 18th

century, and especially in the last
quarter of it, that the herm bust
appeared to exert strong influence over
the European artistic avant-garde.
Reused in the decoration of libraries in
Renaissance palaces or important villas
in the second half of the 16th century, or
in the studii of some learned collector
such as the aforementioned Fulvio
Orsini, in Palazzo Farnese; and
reproduced in albums dealing with
antiquaria, ancient herm busts had
eventually been assimilated to studium.
While late Renaissance humanists and
17th century scholars largely chose to
be portrayed in paintings or in prints,
their sculpted effigies, much rarer, were
confined to the genre of the medal, or
restricted to funerary monuments, nor
for which tombs was the type of the
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Fig. 7. Giovanni Volpato
factory, Double herm bust of
José Nicola de Azara and
Anton Raphaël Mengs, 1785
ca., biscuit, 28,1x14x17 cm,
Bergamo, Pinacoteca
dell’Accademia Carrara.

Fig. 8. Double herm bust of
Epicurus and Metrodoros,
early 2nd century A. D.,
marble, 60 cm high, Rome,
Musei Capitolini, Gallery of
Philosophers.

Fig. 9. Antoine Chaudet,
Cenotaph with a seated
woman grasping the portrait
of her husband, 1795,
marble, 87,5x36x45,8 cm,
Paris, musée des Arts
décoratifs.

herm bust chosen. On the other hand,
during its revival from the end of the
Ancien Régime onwards, sculpted
portraits in herm shape reached a wide
range of circles, nor did not exclude the
fair sex. It is obvious therefore that when
pondering the reasons which triggered
the rebirth of this type of works, I will not
just try to bring clarification to the history
of the evolution of forms. Starting from a
set of themes linked to the fortuna
dell’antico I will try to understand better
a piece of the history of taste and of
European society at the turn of the 18th

century.

 

Florentine experimentations

It was in Florence in 1730 that the work
we can consider as the first herm bust of
the modern era was made (fig. 1). This
white-painted terracotta 49,2 cm high
and 32,2 large was modelled by a
Netherlandish architect and sculptor,
Marcus Meijers, whose name is
inscribed on the left handside of the
herm (fig. 2). Like in ancient types, the
name of the sitter, with his ancestry and
origin, is engraved on the front:

N. MARCELLVS. IOSEPHI. F.

DE.VENVTIS. NOB.CORTONENSIS[9].

The son of a knight from Cortona,
named Giuseppe, the nephew of
Domenico Girolamo – a fiscal auditor for
the Grand Duke of Tuscany -, and the
brother of Ridolfino, Giovan Battista and
Filippo, Marcello Venuti had been in
1727 one of the founders of the
Etruscan Academy of Cortona[10]. Upon
their uncle’s death, on November, 28th
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Fig. 10. Filippo Tagliolini,
Little bust of Archidamos
III, king of Sparta, 1785-
1806, biscuit, 18 cm high,
Naples, Museo e Gallerie
Nazionali di Capodimonte.

Fig. 11. John Flaxman,
Herm bust of Henry Philip
Hope, 1802-1803, marble,
54,2 cm high, Copenhagen,
Thorvaldsens Museum.

1729, the young Venutis had inherited
his goods. And on the following 15th of
July, the very year when this portrait was
executed, Marcello inherited the
birthright which his brother Ridolfino had
received from Domenico Girolamo, thus
becoming in due form the head of the
family, their own father having died in
1708[11].

This bust may very well have been
realized at the close of such events, all
the more so that, on August 9th,
Marcello celebrated his thirtieth
birthday[12]. Admittedly a considerable
boldness was required to give up the
wig and long hair, as well as all sorts of
elements pertaining to his social status,
when becoming the head of a lineage.
But others had already ventured to
break these proprieties. You will
remember that in Rome, three years
before, the eccentric Baron Philipp von
Stosch had taken off his wig and
garments in order to display the
attractions of his bare chest, like a new
emperor, in a marble all’antica bust
sculpted by Bouchardon[13]. And in the
two following years, according to the
baronissimo’s advice[14], two young
milordi of the Grand Tour, John Gordon
of Invergordon and John, Lord Hervey,
had followed suit, the antique formula 
becoming for them too the dreamed
occasion to flaunt their homo-
eroticism[15]. By choosing the
abstraction of the herm and this
impressive frontality, Marcello Venuti
obviously wanted to evoke a totally
different universe. In a strong position
because of the high regard that the most
esteemed Florentine scholars of this
period felt towards him – among them
Senator Filippo Buonarroti was the
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Fig. 12. Antoine Chaudet,
Herm bust of Napoleon I,
1804, marble, Rueil-
Malmason, Musée national
du château.

Fig. 13. Jeanne-Élisabeth
Chaudet-Husson, Portrait of
Laetitia Murat, 1806, oil on
canvas, 116,5×89 cm,
Fontainebleau, Musée
national du Château de
Fontainebleau.

spiritual leader -, Venuti paraded as an
erudite, as a “Temperatissimo Filosofo”,
as Stosch himself would address him as
in a letter written ten years later, on the
occasion of Venuti’s wedding[16]. And
this philosophical temper must have
been a salient feature of his character
since, when delivering a funeral oration
in praise of him at the Etruscan
Academy on August 22nd 1755,
Girolamo Boni singled it as one of his
main virtues, acquired since his early
years[17].

An astronomy fanatic, young Knight
Venuti had attended the lectures of the
great mathematicians and famous jurists
of the University of Pisa. He knew
ancient Greek, which he had learned in
Florence under Abbot Anton Maria
Salvini, and was familiar with debates
about epigraphy and numismatics,
which were part of the otium of several
Florentines at the turn of the 17th

century and the first years of the
Settecento. But this experimental piece
imitating ancient marble herms not only
reflects the scholarship, interest in
antiquarian culture, and temperance of
Cavalier Venuti. In 1730, such a portrait
of an aristocrat was possible only in as
cosmopolitan and liberal a society as
Florence, which was admirably
reconstructed by Fabia Borroni
Salvadori about forty years ago[18]. In a
neo-humanist climate, spiced with some
self-irony, people were interested as
much in politics as in works of art, in its
contemporary production as well as in
former centuries and in Antiquity, and in
the market for those items itself; the
debates on the culture and language of
the Etruscans did not exclude an equally
passionate interest in the Tuscan
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Fig. 14. Jean-Antoine
Houdon, Herm bust of
Napoleon I, 1806, terracotta,
52,5×27,7×20,5 cm, Dijon,
musée des Beaux-arts.

Fig. 15. Augustus
Bevilacqua, early Ist century
A. D., marble, 50,5 cm high,
Munich, Glyptothek.

language of origins and in medieval
history. A place was given to anything
different and bizarre, the most liberal of
all being the Grand Duke himself, Gian
Gastone, the last of the Medici. This is
testified to by the warm welcome
reserved to Baron Stosch, an avowed
atheist and nonconformist, whose
oddities and political schemes ended up
irritating the Papal court to the extent
that he had to flee Rome in order to
save his life[19]. As well as the fact that,
around 1730, visiting Englishmen could
create a masonic lodge in Florence,
probably the first one in the Italian
Peninsula[20].

The experimental aspect of this effigy is
attested too by Venuti’s choice of the
artist, a young Frisian sculptor of the
same generation as Marcello, who
apparently died in Florence in 1736[21].
Some time after this bust, and in all
likehood thanks to the recommendation
of Marcello Venuti, Meijers made a
beautiful bronze medal (fig. 3)
representing Marcus Tuscher (1705-
1751), an artist from Nurnberg who had
a wide-ranging practice and had arrived
in Florence following Stosch in February
1731, after an almost three-year stay in
Rome[22]. The all’antica bust, the
iconography of the reverse, the Greek
captions, and, more generally speaking,
the “noble simplicity” of this medal are
elements which testify to the new taste
in Marcello Venuti’s Florentine circle: a
neo-antique taste, which had matured in
the shadow of letterati keen on Plato
and Greek philosophers, as Marcello’s
master, Anton Maria Salvini, one of the
great Hellenists of his time, deceased in
1729, had advocated[23].
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More generally speaking, when
considering that it was in Florence,
between 1755 and 1758, that such
innovative and stunning portraits could
be made – as the one of the physician
Antonio Cocchi, the curator of the grand-
ducal collections and one of the most
famous free-masons in town, by Joseph
Wilton, or the black fighter in pietra di
paragone by Francis Harwood, one
realizes that the place of Florence in the
birth of European neo-classicism is
worth reconsidering[24].

 

Philosophers, artists, aristocrats and
dandies

We do not know what happened to the
bust by Marcus Meijers when Marcello
Venuti, elected the following year Gran
Conservatore of the Order of Saint
Stephen in Pisa, went and greeted Gian
Gastone’s alleged successor to the
throne, Charles of Bourbon, in Antibes,
following afterwards the latter’s
trajectory to Naples, where the young
king triumphantly entered on the 10th of
May 1734. This effigy reappeared in
Paris in 2004 at the Biennale des
Antiquaires. I had not found any trace of
it in the Archives of the Etruscan
Academy of Cortona, where most of the
Marcello Venuti Papers are preserved. 
Nevertheless Pablo Vasquez-Gestal
recently drew my attention towards a 
photographic reproduction without any
caption in an article by Virgilio Catalano
published in 1955[25]. The bust is far
from having unveiled all its secrets. Be
that as it may, this bust does not seem
to have aroused emulators in either
Florence or in Naples, where Marcello
lived six years, discovering, among



other things, the ruins of the theatre of
Herculaneum, before retiring for good in
Cortona in June 1740.

It was rather the display of ancient herm
busts coming both from the old Vatican
collections and the acquisition of
Cardinal Alessandro Albani’s first
collection in the galleries of the new
Capitol Museum, which were installed
around 1740, and above all the
extraordinary finds made in the 1770s in
the vicinity of Tivoli, which drew the
artists and patrons’s attention to this
type of portraits[26]. Winckelmann did
not linger on it either in the first edition of
his Geschichte der Kunst des
Alterthums, published in 1764. One
therefore had to wait fifty years or so
after Marcello Venuti and Marcus
Meijers, that is around 1778-1780,
before Houdon unearthed the herm bust
again for an all’antica posthumous
bronze bust of Jean-Jacques Rousseau
(fig. 4), now in the Louvre, which was
probably circulated with a matching
piece representing Voltaire, made in
1781[27]. Smaller and more naturalistic
than Venuti’s one, Rousseau’s effigy
was realized after his death-mask; he
wears the headband of philosophers
and is wrapped in the cloak that was
their attribute. Like antique models, the
cloak rolling up around the neck hangs
down on the front, letting the chlamys
appear. Obviously, during his Roman
stay, Houdon must have carefully
observed the herms at the Capitol, the
engraved images of which had
nevertheless been available since 1741,
when the first volume of Bottari’s Museo
Capitolino was published. The fact that
bronze was chosen as a material might
also testify to the influence of the busts
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from Herculaneum and Pompei; as a
matter of fact the volume of the Antichità
d’Ercolano esposte devoted to bronze
sculptures was published in 1767, but
only few privileged people could have
these books at their disposal, for King
Ferdinando did not permit them to be
sold. From Marcello Venuti to Rousseau,
the herm bust was assimilated therefore
to portraits of philosophers and men of
letters of Grecian Antiquity, but without
breaking a more than restrained circle of
happy few. But something was
changing.

Around 1783, Gavin Hamilton, a Scots
painter living in Rome and making a
fortune as a purveyor of antique
marbles, chose to be portrayed in a
beautiful white marble herm bust by the
Irish sculptor Christopher Hewetson (fig.
5). With the chest part of the bust bigger
than in the preceding two works and a
bent head, this portrait, known in two
examples, was probably meant for a
high fixed console[28]. There are no
doubts about the ancient models it drew
upon, such as a splendid herm depicting
Antisthenes (fig. 6), found in the
Academy of Villa Adriana at Tivoli in the
first half of the 18th century and bought
by Pius VI in 1777 for the Museo Pio
Clementino[29]. One of the better known
figures on the Roman market of
antiquities in the last quarter of the
Settecento, Gavin Hamilton also
associated then his effigy with those of
ancient philosophers. Was it because he
loved Greek philosophy? –in his youth,
he studied ancient Greek at the
University of Glasgow. Or was an
aesthetic interest for that abstract
schema with refined geometric lines
breaking out?
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The fact is that, two years later, the
Spanish ambassador to the Holy See,
José Nicolas de Azara, who owned one
of the most beautiful collections of
antique herm busts found in the
excavations he himself had financed at
Tivoli since 1779, had himself portrayed
in a double herm in order to celebrate
his friendship and admiration towards
Anton Raphael Mengs (fig. 7)[30]. This
little biscuit with a greenish patina
recalling buried marbles is 28 cm high;
the two faces derive from busts moulded
by Hewetson in 1779, now in Dresden.
A work of the factory that Giovanni
Volpato had just opened near Santa
Pudenziana, this double herm testifies
as much to the antiquarian fever of the
patron as to his taste for the new
classicizing style of which Mengs, who
died in 1779, had been one of the
paladins. To my mind, it also pays
homage to an exceptional piece in the
Capitoline collections, the double herm
depicting Epicurus and Metrodoros (fig.
8) discovered in December 1742 in the
foundations of the new portico of the
Basilica of Santa Maria Maggiore. This
intimate bust, in which the two portraits
are rendered far more to resemble each
other – through hairstyle, among other
things – inaugurated a very profitable
activity for Giovanni Volpato’s factory, as
it became famous for its reproductions
of antique works intended for the public
of the Grand Tour[31].

As commemoration, the herm type was
successful in Paris too with young
Chaudet. At the Salon of 1795, he
showed an interior cenotaph (fig. 9) in
which a seated woman was grasping the
portrait of her husband on top of a
hermaic pillar, thus returning to the
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origins of the genre[32]. When you think
it over carefully, it would seem that at
the end of the 18th century, in Rome as
well as in Paris, the revival of the herm
bust could not emerge without an
archaeological antecedent. Contrary to
the impressions one gets when looking
at the Volpato piece ordered by Minister
Azara, when you see the copies after
the antique made in biscuit in Naples by
the Real Fabbrica Ferdinandea under
Filippo Tagliolini from 1785 on, you feel
much unease (fig. 10)[33]. Cut on the
front and reduced on the back so as to
be put on socles, these herms have
been completely denatured and
transformed into generic all’antica busts.
If originally these portraits stood quite
naturally by themselves, in the reduced
version, they need three external
elements, namely the index tabula, the
socle and a square base. Was the herm
type deemed too severe for decorative
objects of such a small size? It is a fact
that they preferred to match them with
the other biscuits of the series, all of
them being equipped with socles[34].

At the beginning of the following century,
in his Household and Interior
Decoration, Thomas Hope, the apostle
of Regency style, recommended to put
herm busts directly on top of
mantelpieces, taking as an example one
that Flaxman made for Hope’s brother
Henry Philip in 1802-03 (fig. 11)[35]. He
celebrated matter of fact frontality as the
only possible choice for a sculpted
portrait – not to betray the true to life
quality of the face, and to respect a
certain “dignified simplicity”. “I shall beg
to add – he writes – that the Grecian
method of cutting the chest square, and
placing its whole mass immediately on a
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term or other solid support seems much
preferable to the more prevailing Roman
fashion of rounding off that chest, and
balancing its center only on a slender
and tottering pivot[36].” After a long
oblivion, the cause of the herm bust
hadstrong and vocal advocates.

 

A new effigy of power

During the revolutionary years, under
the influence of the cult of famous men,
little by little the herm effigy eventually
asserted itself as a reference formula for
busts of politicians, philosophers and
poets. And this was the case in the
whole of Europe[37]. The echo sounded
by the unearthing of the herm of
Alexander the Great in the Azara
excavations and of that of Pericles in
neighbouring areas explored on behalf
of the Camera Apostolica no doubt
contributed to such a success[38].
Pericles’ bust, put on display in the Pio
Clementino in 1781, had been
celebrated by the poet Vincenzo Monti
two years earlier, at the time of its
discovery in Tivoli, in a poem, the
Prosopopea di Pericle, dedicated to
Pope Pius VI; during the short-lived
Roman Republic of 1798-1799, some
lines of it were recited as an hymn to
liberty restored[39]. As for Alexander’s
herm, acknowledged as the only reliable
likeness of the great conqueror, Azara –
who was now living as an exile in Paris
– presented it to the Premier Consul, in
1803[40]. In September of that same
year, Bonaparte gave the bust to the
Gallery of Antiquities of the Musée
Napoléon. It was clear that, in Antiquity,
the herm type had not been restricted to
men of letters: it was then adopted for



the great hero of the time, who was
himself madly enthusiastic about the
effigies of famous men of ancient
Graeco-Roman civilization, so much so
that he ordered a catalogue of them
made by Ennio Quirino Visconti, a
prominent exile who was in charge of
the Gallery of Antiquities[41].

Chaudet was the first to deliver a herm
bust of Napoleon (fig. 12), as early as
the summer of 1804, hardly a month
after the Empire was proclaimed[42].
Impassive, with a blank gaze, his locks
stuck on the forehead, his first name
engraved on the front of the herm, the
French Emperor appears as a timeless
figure. Reproduced many times in
various materials, this effigy soon
asserted itself as the image of the new
sovereign, who had not ordered this
portrait yet did not do anything to
prevent its dissemination. This effigy,
both idealized and energetic, was
perfect as an icon of power, which
wishes to be all the more reassuring as
it is more authoritative. In a portrait of
Laetitia Murat painted by Jeanne-
Élisabeth Chaudet-Husson – the
sculptor’s wife – in 1806, today in
Fontainebleau (fig. 13), the child is even
appropriating the bust to put it among
her toys[43].

As an image of absolute power the herm
bust made its way in the world; many
were the sculptors who drew their
inspiration from Chaudet’s effigy for
other busts of the Emperor, in France as
well as in Italy, or in Flanders, as can be
verified by dropping into the catalogue
compiled by Gérard Hubert and Guy
Ledoux-Lebard[44]. Among all these
busts, Houdon’s magnificent terracotta
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(fig. 14) stands out. It is an exceptional
result of the sittings at the Château of
Saint-Cloud, which the artist had
managed to obtain doubtless thanks to
Denon’s mediation. This bust should
have been nothing but the first rough
shape of a colossal statue that was
meant to surmount the column of the
military camp in Boulogne-sur-Mer, but
the statue was never created and the
terracotta remained in the sculptor’s
studio[45]. Exhibited at the Salon of
1806 and acknowledged as a very good
likeness, this portrait, with its magical
gaze and an almost supernatural
beauty, is a skilful mixture of ancient
models – for old Houdon adapted the
herm formula to the characteristics of
one of the most beautiful portraits of
Augustus (fig. 15) which had been
seized in Palazzo Bevilacqua in Verona
and was at that time to be found in the
Galeries des Antiques[46]. As a matter
of fact, the band, which encircles the
emperor’s head, is knotted on the nape
of the neck and hangs down on the front
in two small strings on the shoulders – it
is a recreation of the bands ornating
Augustus’ corona civica in the portrait
now in the Glyptothek in Munich – an
effigy which represents Augustus as the
father of the country and not as an
emperor.

It took therefore three centuries since
the first discoveries in Tivoli of ancient
examples for the herm bust to become a
formula for modern busts. Doubtless too
archaic and too abstract, excluding all
kinds of attributes except evocations of
garments, it could not be adapted to the
representation of heroes such as the
princes of the Renaissance. Unthinkable
in the 17th century, which would not
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have stood such restraint, it was
rediscovered in an extremely cultured
circle in Florence in the 1720s-1730s,
yet Marcello Venuti’s bust, of an utmost
singularity, could be displayed only in a
private study. Only when the vogue for
the antique and the neo-antique
reached its climax among foreign circles
in Rome was the herm bust
rediscovered by some amateurs, little by
little. From that moment on, around the
middle of the 1780s, it turned into a
must in the learned European elite,
becoming a symbol of neo-classical art
in the 19th century. At that time, in a
Germany so keen on Greek culture, one
could erect sanctuaries honouring
famous men, such as the Walhalla
designed by Klenzenear Regensburg
(1827-1842)or the Ruhmeshalle in
Munich – completed in 1853, but the
plan for which was brewing since the
1810s. The Walhalla celebrates the
great men – and a few women – who
brought fame to German civilisation,
whereas the Ruhmeshalle is a
monument to the great men of Bavaria,
Franconia and Swabia. In these
monumentsdozens of marble herm
portraits are perched on consoles, as
must have been the case in Hadrian’s
Academy in his Villa at Tivoli.
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the content of this article first during a
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