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by Anne Markham Schulz

In the right-hand chapel (in cornu Epistolae) of the parish church of Santi Apollinare e Cristoforo
in the hamlet of Casteldimezzo, sixteen kilometers to the north of Pesaro, is a Venetian Crucifix
which not only is the finest Crucifix produced at Venice in the early Renaissance, but has the
unique distinction of being signed with its makers” names (Figs. 1-7). Below the figure is a cartello,
on which Gothic majuscules record in Venetian dialect: ANTVONIO DE BONV/EXIN . NTATATOREST/
OLAVORIO . (lacuna followed by an upside-down N?) VENIEX/IA . IACOMELO DE FIOR . P(ittore) —
Antonio Bonvicino woodcarver (carved) this work (in) Venice. Jacomello de Fiore painter.! In the
literature on the Venetian painter, Jacobello del Fiore, the Crucifix makes frequent appearances as
a secure work executed early in his career. But no one has yet inquired into the identity of Anto-
nio Bonvicino.

Until very recently, all that was known of Antonio Bonvicino was the information contained
in the inscription of the Casteldimezzo Crucifix. That he really did exist and lived in Venice in the
parish of San Salvatore, where he exercised the profession of woodcarver, is confirmed by the
testament of his wife Franceschina, indited on 26 October 1400 when she was gravely ill. In it she
named her husband sole executor and residual heir. She asked to be buried in the cemetery of SS.
Giovanni e Paolo and left one ducat to the Scuola di San Vito, of which she was a member. Her
testament was witnessed by two painters, Giovanni di Vito of the parish of San Salvatore and
Simone di Benedetto.? Whether she survived or died soon afterwards is not recorded.

That a Crucifix by the Venetian Antonio Bonvicino should have been exported to a town near
Pesaro — like Venice, on the Adriatic coast and therefore easily accessible by ship — is undoubt-
edly linked to the Pesarese activity of Bonvicino’s collaborator, Jacobello del Fiore, at the begin-
ning of his career. In 1795-96 Luigi Lanzi recorded one panel (“tavola”) of 1401 in San Cassiano at
Pesaro and another of 1409 in an undisclosed location also at Pesaro, both signed by Jacobello.?
Although the former is now entirely or partially lost, it was described — evidently on the basis of
an earlier source — at the beginning of the twentieth century. In reality it was a polyptych and its
inscription, we are told, read “MCCCCI Jacomello de Flores, Pesar”, indicating that the San
Cassiano altarpiece had been painted by Jacobello at Pesaro.* The other panel mentioned by Lanzi
is either lost or is identical with the triptych of the Madonna della Misericordia, painted for the
Franciscan church of Santa Maria di Montegranaro just outside the walls of Pesaro and since 1996
on deposit in the Museo Civico di Pesaro, and signed “1407 — adi — X — di marzo invenexia mae-
stro lacometo deflor depenxe.” Although, as Negro points out, there may be reasons for suspect-
ing the originality of the current inscription, there is no reason to doubt the veracity of the
information it transmits. A third polyptych with a carved wooden image of the Beata Michelina at
its center, from the Pesarese church of San Francesco, is currently in the Museo Civico at Pesaro
(inv. no. 3817). It is not signed but is generally thought to betray the early style of Jacobello. With
reason Franco and Sartor rejected the hypothesis enunciated by Chiappini, according to which
the wooden statuette belonged to the author of the Casteldimezzo Crucifix.®

The dating of our Crucifix has varied little over the years. In the early twentieth century Testi
dated it tentatively to 1407 without revealing his reasons for doing so.” In 1968 Chiappini also dated
the Crucifix to 1407 when, according to the inscription on the Montegranaro triptych, Jacobello
was known to have been in Venice where the Crucifix was carved.® Its date was stretched to 1407-
1409 — “anni nei quali P'artista (Jacobello) & sicuramente a Venezia” — in an article of hers a few
years later.’ This dating has been followed in almost all subsequent mentions of the Crucifix’s date.'
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