JAMES MUNDY

FEDERICO.-ZUCCARDES INVISIBLE ARCHITECTURE

If nothing else, what set Federico Zuccari apart from his
more gifted and shorter lived brother Taddeo were his pre-
sumptions and pretensions. An artist/gentleman of the
grand manner toward the end of his life, Federico had ab-
sorbed numerous models for his grandiloquent deportment
during his travels to Flanders, England, and Spain. Needless
to say, his work for several Papal patrons only enhanced his
arriviste sense of place within the upper strata of society.
While his brother seemed to live only for his painterly art,
Federico had the time, inclination, and money to pursue
more ennobling identities as art theorist, academician and
patron. The missing component of the persona of artist/
gentleman in his case was the call to undertake an architec-
tural commission like his illustrious predecessors Raphael,
Giulio Romano, and Michelangelo. His only apparant
involvement in architectural matters focussed on his own
residences and studios in Rome and Florence.! He was,
however, drawn to two dimensional architectural illusion as
a number of his drawings demonstrate.

There is little to suggest that architecture was a field in
which Federico had any initial interest, aptitude, or training.
His early fresco commissions, exterior, as at the house of
Tizio da Spoleto on the Piazza S. Eustachio in Rome; and

I The complete history of the Roman palace and its decorations are
found in Werner Korte," Der Palazzo Zuccari in Rom, Leipzig 1935,
and Kristina Herrmann-Fiore, “Die Fresken Federico Zuccaris in sei-
nem Roémischen Kiinstlerhaus,” Romisches Jahrbuch fiir Kunstge-
schichte, 18 (1979), pp.36—112. Few drawings for this project sur-
vive but an elevation of the wall with the garden entrance with its
great monster mouthed portal and windows is found in the Victoria
and Albert Museum, London (inv. 3426-228), illustrated in Peter
Ward-Jackson, Italian Drawings: Volume One, 14th—16th Centuries,
Department of Prints and Drawings, Victoria and Albert Museum,
London 1979, pp.194-5, no.425.
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1. House of Tizio da Spoleto. Rome, Piazza S. Eustachio
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interior, as at the Villa Farnese at Caprarola, both display a
general disregard for a building’s mass and articulation (figs.
1, 2). His “Vision of Saint Eustace’ for the facade of Tizio’s
house, dating from 1558-359, is benignly oblivious of the
structure that supports it, treating it like an easel for the sup-
port of the painting. This is curious given the fact that the
artists who most influenced him in this regard, his brother
and Polidoro da Caravaggio, had in general a greater under-
standing of the harmony between a building and its decora-
tive frescoes.

At Caprarola in 1566, Federico was satisfied to delegate
the organization of the decorated ceilings to talented stuc-
catore such as Antenore Ridolfi, who submitted to the artist
organizational sketches such as those up until recently in the
collections of the British Rail Pension Fund and Timothy
Clifford.? In fact, it is altogether likely that the still relatively
young and inexperienced Federico learned a good deal about
ceiling decoration from such designs and designers. Domes-
tic fresco decoration, not easel or altarpiece painting, was
Federico’s training ground, and his first paintings were illu-
sionistic quadri riportati for palace commissions originally
conferred on his brother. Therefore, he paid particular atten-
tion to the lessons learned from other artists at Caprarola.3

No significant architectural impressions seem to emerge
in Federico’s art until around the mid-1570s, and I would
suggest that it took the experience of decorating the interior
of the great cupola of S. Maria del Fiore in Florence during
the years 1575-79 before Federico was drawn into the solv-
ing of architectonic visual problems in two dimensions. In a
drawing in the collection of Christ Church Oxford from
around 1575, Federico comes to terms with a proposed dec-
orative plan for the lower story of the Florentine Duomo’s
interior (fig.3).#* Here we see how he honors the architec-
tural integrity of the structure as he attempts to incorporate
his painted decorations. Of interest is the rigorous symme-
try the artist exercises. The enframed composition between
the arches receives its inspiration from Luca Signorelli’s fres-

2 Formerly known as “Giovanni Antinori,” Antenore Ridolfi was
recently identified by Bonita Cleri in the catalogue Per Taddeo e Fede-
rico Zuccari nelle Marche, Sant” Angelo in Vado 1993, pp.101-5. He
is known by signatures on the two extant drawings, the former Bri-
tish Rail drawing (sold Sotheby’s New York, 11 January 1990, lot 23,
and now owned by a French investment house) dated 20 September
1566 and the former Clifford drawing (sold Sotheby’s London,
29-30 June 1989, lot 43) dated 1567.

3 Federico was completely without prejudice in his omnivorous inges-
tion of the work of other artists, both past and present. He extensively
copied the work of others when he traveled. Surviving copies, almost
always in chalk, after the following artists have been identified: Giu-
lio Romano, Titian, Tintoretto, Palma Giovane, Correggio, Signo-
relli, Holbein, and other Netherlandish masters.

4 Pen and brown ink with brown wash over red chalk, 518 x480 mm,
inv. 1389.
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2. Federico Zuccari, God Creating the Sun and the Moon.
Caprarola, chapel of the Villa Farnese

coes at Orvieto, works that by this time Federico had stud-
ied carefully in that Umbrian hill town.

A series of drawings and some paintings after the 1570s
demonstrate Federico Zuccari’s greater interest in architec-
tural problems and, on occasion, allow him the liberty of
conceiving certain fantasy buildings. These compositions
can be divided into several different categories: 1) fictive
architectural aspects of interior decorative procgrams; 2)
chapel, catafalque, and tabernacle decorations; and 3) recog-
nizable buildings and their mutations.

After Federico’s involvement in the decorations for both
the Palazzo Farnese in Rome and the Villa Farnese at Ca-
prarola, he became more confident in his abilities to trans-
form the plane of a wall in an existing building into a com-
plex layering of receding engaged columns, arches, and
moldings, as in his fresco for the Oratorio del Gonfalone of
1573 or the frescoes in the church of S. Caterina dei Funari
dating to 1570-73, the latter best illustrated owing to the
poor condition of the paintings themselves by a preliminary
drawing (figs.4, 5).° Such efforts would further develop into
elaborate projects that break down the solidity of the plane
of the wall, such as that represented in a drawing formerly

5 Pen and brown ink with brown wash, heightened with white over red
chalk on faded blue paper, 290x407 mm, collection of Mr. and Mrs.
David Tobey, New York.










































