FDUE iy

New Acquisitions

JAK-L—= [1575-1642]
QUL T4T)

1636-38 4124l

Wk oy A

101.5% 82.0cm

Guido Reni [Bologna 1575 -1642]
Lucretia

.1636-38

Oil on canvas

101.5 % 82.0cm

P.2001-1

Provenance:

Cardinale Boncompagni, Bologna(?); Duca Salviati, Florence & Rome until
1784 when acqueired with the rest of his collection by John Udny, British
Consul at Leghorn (Livorno): Passed to his brother, Robert Udny (1727-1800);
His sale, Christie’s, London 18th May 1804, Lot.86, bt. Richard Wyatt for L 42.0s;
Probably John Sweetman, by whom sr)l(l at Herbert’s, Dublin, 1-2 December
1817, Lot.13, bt. Plunkett; Private Collection, Ireland.

Bibliography:

[Edward Vaux] Catalogue of the entire collection of Pictures belonging to Robert
Udny, Esq., Deceased; Catalogue of the Pictures at Teddington, 1802, p.19/20.

D. Stephen Pepper, Guido Reni’s Practice of Repeating Compositions, “Artibus et
Historiae,” 1999, n.39, pp.30-33, fig.3.

AR L — = 15754 R0 — = v | AE F M 16424E 2[R Hh Tl 72,
17 2R T 2RO — = RO K T %, WEROHN 77—
VEDLETIEEL, ZDHATYF —RKOTHTI—IZAY, difkD
fiEih& T 77 oz iRFIEL 72203 b, €L T BEHL
15994F- 225 1602412 22 TH— <IZW X, 16034 I2iE Ao — = v
Jgolzb &b, YOO —<THI T 7Y aDB %25
b RO — =X RS2 11 YDV =T hTyF O %

WU B E L BIT16054E T > -3 — L AV R AT D 7L
AW % FAT 720 DK%, O — Tk E, Ty T A & UL
&L Tl mIJJ 24P (1608-124F) W K K2 ool il 2 6 19 B

PNl ()3 5597 ”fﬂ/'l“»fili\lﬁ\'ﬁ]’i(l“'@y“/“f‘f)f}\‘””.
L:f;‘)‘i?tﬁﬁ%iiiﬂf;fﬂ.ﬂﬁ](/)”" R R QA Y [ RO s S W A @

s
D AT A= RyN=198YAENZ T AR - L — = DAY A1 5
VAR S i | Bl - N B N (T R YAl A N B 61| Y (@AY

Morzo i) —J 19714EDE N7 AF DAy a7 Tld, AEm &l
VR U R OFES208 3 S N T B, eI o —~<a

4—=T 1AL oy aAlbo7AEm (BREZRT—=vyDMANaL ¥
EPA fig.l)‘bf‘)l;.ﬂ(tilllx&yh‘—zvﬂv——ﬂb-:1/7>ayz:)m
TR T 19694 G IREIIE 74 Y Y DN — = aL s3>
c:}mfu\f:ﬁ«i.&.ﬂ'@&)é(ﬂl{r{;i)f;ﬁﬁz%/f\'wl) 42 ZNH2ICL T
ARy =13V T NG [ OAE S EALE DT T 7225, 3 19884FE D
AV TREMAS a7 IZB T, H T4 —T 4 aLriar D%
FAEN CTHLE RN AEZ T D, il

AREMICEIL TE ShET—RRICHONEI LD, E D70

figl Z7AF-L—=0V oL 747 )il - hd7 A,

|IL1 2. & f! L—2
98x73cm, K 1T —=-x, il Ak T #7274 2 % 58 50m, 1
Guido Reni, Lucretia, oil on canvas, 98 X yar
73cm, Private Collection(Ex-Viti Collection) Guido Reni, A Sibyl, oil on canvas, 74.2
Bologna 58.5¢m, The Denis Mahon Collection, London
1 gt > -
B 5T 23R & DA U i B i S Nz EpNTEA L B T,

RSB ZE S BUR Tl T Rb i Cniv, L L it
5, Ny 8—13 1999 A E & I EEBITHA L . £ D TA
Ed, E2 AT 1 —F1-aL 7y ar OfERbEBICT AR - L — =D
FAELLCa ML, i #H 2 1636-384E D, £ 7% 1640-424E 0 &
SEAEE IR T B, it JERS AR MR IE, vk -aLyyay
D 1635-364FE D& SN D (57— 3BTz L) (fig2) b &
bOTEVHRE L THD T A AEREFFALRT— =y
EMEBEREEYRS - R 4— 2R, BT — < LBt
REEIZIOT A% AN F—=T4KEH5IE, TR a— a2
W AEMDS AR L — DA THEHED L E 35 W ST
Wiz72unwiz,

LIAHT A E GO T3 7 —ar OOV 7L T 47 ) ORI %
FZZDOFFIT, Z)HFRYY -2 F5— = (1638-1665) D fill L 72555
D= DRI — L LMD SN TS (fig.3) o h6) B
VDR, ZDYT— ZDAEMNTh DN 2L T 4TI A TR IR R 2
L. #Z2E3NWnIE-Tw b, _ﬂi*@:a>~ﬁ~:wﬁz.‘,.‘,amkk
LolzDEIHT4—T4-aL23arDOOVILT4T )25 TWH
72H CON L TATIR AR D2, FEbH o T0 kv, LAl
FERRIETYT7— = OEME AR ORI Z B L Ch 50T
Hbo FLWLDXBTHY, AR L — =D BELRI T T Ra—
=y CEHELIzYVayry=- TV LT -¥5—=(1610-1670) i2Er L
HYTA—=T A AL 7y ay OEM ORI %G 7Bl & 5k L C

% (figd) o LSRRGS, SOMMBIEMIZIE, 20 Y5
TIfH L Tz, 9R T — = Kl C [ o X§ %0 D
252 (15824E1) DFHH AT VLI - 28L F 974 (1522-1597) DAL

figd TYHNRyy -2 55—
={nvoL747)ih
ity A l(ll X7
2 RN — ) MN'J
Elisabetta Sirani,
Liucretia, oil on canvas
101 X 78cm, Galleria
Borghese, Rome

I

u,1/l/// //IL

196 % 137mm
Giovanni Andrea Sirani,
Lucretia, etching, 196 x
137mm




LA DR T IAFIN TN S, 0D ZHL 72T AR =z
JEFAZID S 2B DR 7o A E S O R IE RS 1 ThH
f R FhsmN a2 Tdhdbotiibhs /Tf%%)’)liiﬁ':a'tfxﬁh’d i
%7,

IR ,|-_,i;g>(;1’£/“’~’cu;§ AES DAy 1y ay - LR =

WL AEHEK T AT AR - F 2 Ay =< 2L 5 e 10EITEFIAE
?&"’%i%M&&~—T7I\‘/‘/£L°t79/J\/):456}-1_"/1*2)9.24'1"f)f)me§iL'CL\
ZOHLOUE, 1IEFUAF Y ATEL NSO TR
T19929E1id TA T4y N F 2 Ay — <
bt b= ARl shzob, €Y
Xv’"”{"/—’\l:[,'C%Ilﬁfﬁﬁ“ﬁ‘/;:?f)ﬂ‘ MS2 A&

RIS ATz AR RE D il 2 B T
RELRARE O T v g DS 8IS KB 92 WM 2 17 7%
STEBRCE BRI RERIBHIME RSN D572 DD | b
o IR EA NN SR 50 T S ATHIZ T T O T
Wi e, SSIZPB DY — Y O SIH, ITAED AR & R /NS
MEAOER A S NIz BBV IV FAT D TAIT /80 E5,

ZLThy T 7 AL T ORFGBICO RO BOs 23 b i

Do hy T AR
MDIMns T g, FL
ANZXD KM OV A7 7
1) 22045 WAt i &
52— = AN

AAES O R PIL
V784N AT — T AR5 ML) 4L /Y

T B BURIR VR IED B0 AR,
e [ G 4 30
TW/evary N =— ({TL1761-17964F ., #I4 s l"'vlwfi’li"“/:zit“]-
AIADHAT) WAL L R FEB M7z, S & &MU LI
758N == Oab 7 ar OIIIE, 19984 [E VP4 ¥ e Aly
fg‘l";v/;fx,l.;.ga/’\Lf;f/‘iw-f——/wzg;r‘l)'/'%v)uﬁb OF AT bEE
NCw7z, TLTHEDWHTIN— 7 F == D T2, stk
(18004F) \ 18044 {— AT THEsEITm 3, LU
HBoAFY 2D A aL» TAWGT DM ALz
Z— DAl Tz
ECHNTAT— T4

UV DI) AT

¥ —OTaft T,

INBREOKEM AL 7y ary by R=—o T
AR S AU
H8 UL e hse, E LT O AT HIZB LT
TIEWHRV, FA—TF—DFRT - — Tk AMEMD~
THIRE = S WE SR 7 AR L= = il BTl
ZHAHEAN (1621-
TalEFE
TATF KD

Ko llE U= R = — DR
kiR s Tng
IS [
g7y —
WL TWHRT— =y KB a7E- Rrari—
1684) DAL 73 aAldh b EMEL T B~
NTCWDLLY = m BT L) (VT 7Y —T AR

ke -aLby



-lfe/u&.;dﬁiﬂhfu&«w IJLTAT)
o UL RAhs, & YT
LGLA. DY — 12k
W HE YL Tl MRS Xy - IV T - AT T o i A7
T HEZHNE 2OV T A Ry F Dl il HE-T, AKEIM O 5E % 7~
T AKX T RN | BOulifh % B DL ASH BRI S 2 i L 7= v 3
ReTWRTA—=TAD TR, £ DHEITIVEETITAFY AAND
A N—= T a—Y Fo oD IR, ZOHIFSIL T2
Ao7zE—HIZIZE 2L TV 5, 110

HAOED VLT AT | DN -5 %
WOWTORB D SN S, TAL VDI AA—FKAFKDIAL
72 a ROV ILTATY B ETNTOBED TEH D L
D COVEMICE L TZ 45D L ABAEMED T EIXfThRbIL
TV, LAPLARDS, vy 7Y =T eIV T4 Xy F Dt
HWIIN O DF NG WS LTz, G a4 T 2
g b, BV TAT —TFAEDAL 23 a I AL O K FRIZ L

T I TAT = TARD AT A F REMIR RIS H D 2 L% LY
THEARMERDATAFROAL 733> b 20 ] itk % 58
PR T AT LIE TEL WV, 72720, § T
-ysf-&-7—:0><<w71/%f7>>ﬁ§16(5/14l€t1'£0>1’1-1t%‘if;nz.)tab\

LT ORI ARG 2SR T — =X dh -7 ek I
2R Ry a8 — M EIMASA 2 ) - o T4 AX kSR a—
Sy KAl B E Nz DIX16514E12HIIHDO ZE T 2D EIE
KEHEBREX T - DURERICEFL, TAF-L—=D %1k
FEtal yyarEIIKL T R b, 2 R, EREEoaL
JsyavilAEmBETh Tzt i, Aa—=yD&FEFER
AR AR D 72D I F R A HEL Tuney 7 — Z AR 2 IR
29 BT N2 o7 S EM T 22 EATTEL Z D )T
M2 166443 NG N A A — F R ATT E3 DS KA DDA AE
DL Z T 7Ly 2R Lo TOWATEND, i) A7 15
KA DOV ILT AT ) Z Wz RetEd sk shtnd, wi
PR e QN e AT L el A B )

AR L — 3D T3 %L, ISR LR, [V 7L 747 | & i
AR E UL NE A P ThL — =ik [V oL 747 [&[ 7L
INET D FEIFA THIWT WS LIV T 7Y =T DR
EIAHITEBL, UFEANEL THEEETO AT ET VR ARBRA
RNV VLRI RNFE'TNVEL TV ILTAT IR [ 2L F /8]

I 1% FMEL 7B R LoDV 72209 ) ST ARES O K

FEZL TR L 22 &2 IV 2L 747 J 2w 7o fhid, 252D
HEBEIN D &9 7 W5 AV B A5 SC L 720 VT AT L T 724
D3 %o

KD T 77— a3y THAIHT1—T4-aL s ar (figl) DfE
mlE HR oL AL AIXHE (V=D F T A 3 — ) D DIl
ENZZHDEEZLNT WD, SHIZT AN L — Z i MAE O T
a?,,:)n—7omt"w—+)i’rﬁn"ﬁ‘fvif-h;w)<<11«71/%47)%&7‘:4#7/7
T AW DAL 7 a Nl o7 Th Do iz, A D FK
JEDBEHLZIHNC, =N T7Y =T HLBL TWBEIS, Ko—=
Y KBRS — MO aL 73 202 OLrL 4T ) 98
HENTOW, Zodifta—<o Lt sL 747 &%) AN
HEFEDIHNLRELEILDTHSHIM

A Litib L T Bbom) &
TIE BV DLW A V. TTWD

T
LU 4 D ECA oMo TH AW

BTk AL rvaic

Ji=g 7Y —T Datil O

PUISON A St )Ry sAN

10

(VoL TAT JOWEEDOWE R E L TO WML, T 1 Ay
{2 AD[a—< 'ﬂﬂﬁ%lﬂﬁrusi‘iii'c&>7 Al =yl
—RIVT AD BFE o Ay A DA AN, IV A=
AYT—=TARAD YNV IL TAT 2RI THL LD OUEEEL TLED
ENEHLL 7NV IV TATIR K AT ) I R VoL T4y Ak KTy T —
T AR A 2 SWIL 2 Ot HIUZBRL Ffo T 7 BRI T F S
DMz T ELZZ, B=<RIZBVTIE, SO JifE2XonF
ELTC EBa—=A il a—<~LBIT 31280 TH
b SONIZLTAT DYk ci‘[.ﬂ/pww%/z\nn/ Iz A
LT'C\rﬁ~~/17~y+afvc.il;‘é/>£l,f\iﬁi*‘if‘I":’?U)'I'f‘I,‘U!ri’i"-lfo
TeREOREL THICHBESh &,
JiVET T AT A XA [Fh oo [ ] 4515 198 T 1
LAAS, MISKL TR 22TV IL 74T %, B35

IZEDBHD TR, AL 26 75 X 'Jlo’Cllbuﬁzrﬁ:fﬁ')f:&L

T EDABAT L T Do DFN IV ILTAT DEHIRD IR
D NZNDS AN DTEIHED & P IE PR VR N IER UL 72
EHEHIL T %, 10 D0 FEIC L BRI DFEXD, Fl D F % 2k

THEELZLEDEERZFNTVLD THD, Lo L A1V O
HIEFARICBR T LB b DlIE, A 71717 2D [$RIE IR
M e TEDL [HRIZIZEFHFZILAAT, ZER D, WEH
WCERPRLFEL Iz 7272, SDLEICERE L2 LI DIFEZ2HET
L7290 TIEHHEEA TL 2, 1D NI 0 W% BAL D286 00 i1
ZRDTRERICTFMARETREEL IV IL TAT DL
fm?ﬁ‘ﬂ’(h%d)f‘dbé L TR & 4 LA o &, 1 L DGk

HS LT L4 X T, RTVT— T A XA T HY L =T AT
V=t RELDDITTHb, THLT M ILT47 O EHIE, L
DL IEFEH DL B T 2o AE L, 2L T T

IWL ADSOO TFEEL THBATH ENLA~DOH) & it 5
NRETHDHEN)FY AN PLIEE D H A 7E B
T b,

JEL V7 PR M B 19984EIC 7 TV F— 2 (T )T F D& D
D57 47) (A 5 P.1998-1) Z M AL TV 2725 ARSI, 2
TINF—2OEmMDIHT A # ThHhorzyar ok =—nalb sy
ar o7z B Th LI LR, 171H'ﬁ’=d#¢‘u—:ﬂ)f<%fw£ﬁ§u¢7

a—<DFE2V

Ly 7 S

'-]’7)563

R+

AN EA

o AZIT N0y 7 DAE S D D7 Vi O S AR 2
MASNIZEFEDLO TEBIEVES LD (FEEALEIE)

il

1) D. Stephen PEpPER, Guido Reni; A Complete Catalogue of his works
with an introductory text, Oxford, Phaidon, 1984.

2)  Edi BACCHESCHI, “Analisi dell'opera pittorica di Guido Reni,” in
L'Opera completa di Guido Reni, Milano, 1971, p.113, n.198.

3)  D. Stephen PEPPER, op.cit., p.291, n0.208.

4)  D. Stephen PEPPER, Guido Reni: l'opera completa, 1988, p.341, no.52,
pl.38.

5)  D.Stephen PEPPER, Guido Reni'’s Practice of Repeating Compositions,
“Artibus et Historiae,” 1999, n.39, pp.30-33, fig.3.

6) Paola DELLA PERGOLA, Galleria borghese: i dipinti, vol.l, 1955, pp.68-
69, n.121.

7)  Ferdinando UGHELLL, ltalia Sacra sive de episcopis italiae, tomus 11,
Venezia 1718, pp.41-46.

8) [Edward Vaux] Catalogue of the entire collection of Pictures
belonging to Robert Udny, Esq., Deceased; Catalogue of the Pictures
at Teddington, 1802, p.19/20.

9)  C.C. MALVASIA, Felsia Pittrice, Vite de’ Pittori bolognesi, 1841, tomo I,



p.62: G. FINALDI & M. KitSON, Discovering the Iltalian Baroque: The Denis
Mahon Collection (exh. cat.), 1997, p.134, no.62.

10) Filippo BALbINUCcl, Notizie dei Professori del Disegno da Cimabue in
qua..., 1845-1847, 1V, p.28; Mostra di Guido Reni, a cura di G.C.
Cavalli, 1954, p.113, n.50; G. FINALDI & M. KITSON op.cit., p.134.

11) C.C. MALVASIA, op.cit., 11, p.65 “Presso le Serenissime Altezze le
tante...una Lucrezia mezza figura.”

12) Ferdinando UGHELLL, ltalia sacra, sive episcopi italiae, tomus I, 1717
(1987) , pp.54-55; C.C. MALVASIA, op.cit., Il, p.62

13) C.C. MALVASIA, op.cit., 11, p.399.

14) C.C. MALVASIA, op.cit., 11, p.57.

15) VALERIUS MAXIMUS, Factorum dictorumque memorabilium, liber VII, 1,
1, “de pudicitia”; Ovipius, Fasti, 11, 685ss; G. Boccacclo, De mulieribus
claris, XLIX: T. GARZONI, Le vite delle donne illustri della Scrittura
Sacra, a cura di B. Collina, 1994, pp.136, 157, 247.

16)  AUGUSTINUS, De civitate dei contra pagano, 1, XIX.

17) Ovibus, Fasti, 11, 823-825; A 747477 A[ 3R | ik B2 ovil, [ 30+
19944, p.93

Guido Reni was a major Bolognese painter of the 17th century who was
born in Bologna in 1575 and died in the same town in 1642. Studying
first under Denis Calvaert, he later entered the Carracci Family
academy, where he is known to have made a thorough study of works
from antiquity and of the works of Raphael. Reni then went to Rome,
probably from 1599 through 1602, returning to Bologna in 1603. While in
Rome he was influenced by Caravaggio, but after his return to Bologna,
he was strongly influenced by Ludovico Carracci, and worked with
Ludovico in the creation of the frescoes for Chiesa di San Michele in
Bosco in 1605. He later returned to Rome and his work centered on
projects at the Vatican from 1608 to 1612. It was during this period that
he finally began to show a richly classical style. Reni’s final years reveal
a stylistic change in his paintings characterized by gradually bolder
brushstrokes, and changes in his refined palette of colors.

D. Stephen Pepper published a full catalogue raisonné on Guido Reni
in 1984, and at that time this NMWA Lucretia was still not widely known."

And yet, E. Baccheschi introduced two works in his 1971 catalogue
whose compositions are almost identical to that seen in the NMWA
work. One of these Baccheschi-published works was in the Viti
Collection in Rome at the time of publication (today in a private
Bolognese collection, fig.1). The other work was ex-Spencer-Churchill
Collection, and in 1969, during Baccheschi's preparation for his 1971
catalogue, the work had entered the Baroni Collection in Florence
(today, location unknown).”

In his original English version of the catalogue, Pepper attributed
both Baccheschi-published works to Reni's workshop.” In the later
Italian edition of his catalogue raisonné, Pepper changed his attribution
of the ex-Viti Collection work, declaring the painting to be by Reni’s
own hand.”

Regarding the NMWA Lucretia, the work was not widely known prior
to entering the NMWA collection, and thus has been mentioned or
reproduced in only a very few exhibitions, catalogues, or other
publications. The dearth of comparative materials has meant that at
present individual research on the work has not been carried out. And
yet, in 1999, Pepper introduced the NMWA work in text and
photographs, stating in that publication that both the NMWA work and
the ex-Viti Collection work were autograph works by Guido Reni's own
hand. Pepper dated the NMWA work to 1636-38, and the ex-Viti
Collection work as an unfinished work dating to 1640-1642.>

In fact, the style of the NMWA Lucretia is extremely close to the style
seen in A Sibyl (fig.2) in the Mahon Collection assigned the date of 1635-
36. Further, scholars who have actually seen the NMWA work, such as
Sopritendente di Bologna Dr. Jadranka Bentini and Sopritendente di
Roma Dr. Claudio Strinati, have written as supplementary opinions that
the NMWA work is a work by Guido Reni’s own hand.

However, there is also Elisabetta Sirani (1638-1665)'s almost exact
copy of the composition of the three Lucretia versions, and her work is
now in the Galleria Borghese, Rome (fig.3).%

The fascinating point is that there is a ring on Lucretia’s right ring
finger in Sirani’s work, and Lucretia’s hair is smoothly dressed. While it
has been thought up until now that Sirani based her copy on the ex-Viti
Collection version, Lucretia does not wear a ring in the ex-Viti
Collection version and her hair is left unarranged.

Rather, it would seem that Sirani's copy is an almost complete
rendition of the composition of the NMWA version. Further, Sirani’s
father was Giovanni Andrea Sirani (1610-1670) who was Guido Reni’s
faithful assistant and active artistically in Bologna. A print by Sirani
drawn from the composition of the ex-Viti Collection work remains
extant (fig.4). Of even further fascination is that this print includes the
seal of and a dedicatory inscription to the then late Gabriel Paleotti
(1522-1597), the first Archbishop of Bologna and the author of Discorso
intorno alle imagini sacre et profane (published 1582).7

Thus, we can see that these two works by followers extremely close
to Guido Reni can provide important hints in an investigation of the
provenance of the NMWA work. Further research on these works is
needed.

The NMWA Lucretia is in extremely good condition. According to the
condition report on the NMWA work prepared by David Chesterman,
approximately 10 years ago the conservator Timothy Watson applied a
paste lining to the work. The stretcher for the canvas itself was made in
19th century England, and is made of pine. Then in 1992, the surface of
the work was cleaned by David Chesterman, and after the old varnish
was removed, retouching work was carried out with Mowilith 20 as the
medium. Finally the work was coated with MS2A varnish and Dammar.
With the exception of minimal re-painting, there are no large losses or
other damage to the work overall. When | examined the work under
ultraviolet lights, I could not discern any major damage in the principle
areas of the composition. | could see a small amount of retouching on
both sides of the upper bridge of the nose. Also, small florescent areas
indicated modern retouching from the lower section of the lips to the
right jaw, the lower right side of the neck, the center of the chest, and
the white sheet areas. These same ultraviolet light-visible characteristics
were also found in the top section of the small dagger held in Lucretia’s
hand, and along the top and bottom edges of the canvas.

There are a few interesting facts known about the provenance of the
NMWA work. In 1784 the NMWA work was purchased from Duke
Salviati by John Udny, then the British consul at Leghorn (Livorno)
(consul 1761-1796, successor in the role to Joseph Smith, the first British
consul at Venice). Udny then carried the NMWA work back to Britain.
Other works taken to Italy at the same time by Udny include the David
with the Head of Goliath by Guercino purchased by the NMWA in 1998.
The NMWA Lucretia then passed into the hands of John Udny’s brother
Robert Udny, and after Robert’s death (1800), the painting was
auctioned at Christie's in London in 1804. The painting next passed into
the hands of an English private collector, and subsequently into the
hands of an Irish private collector.

The information that the NMWA Lucretia passed into the hands of the
Udny family from the painting collection of the Salviati family is
recorded in the collection catalogue created after Robert Udny's
death.” However, there is no information on who owned the work prior
to the Salviati ducal family. Deborah Gage, the dealer, has posited that
the NMWA Lucretia might be the Lucretia painting recorded by Malvasia
in the Guido Reni section of his Felsina Pittrice as a painting then owned
by Cardinale Girolamo Boncompagni, Archbishop of Bologna (1621-
1684) which he further paired with the Sybil (Malvasia called the
painting “la Sibilla del Medici™) which is now in the Mahon Collection.”

At this point, there is no specific supporting evidence to underscore
this hypothesis.

It is generally considered that the Mahon Sybil was first in the
collection of Cardinale Gian Carlo de’'Medici, and then according to
Badinucci’s records, after Gian Carlo’s death, the painting passed into
the hands of Jacobo Altoviti, the Titular Patriarch of Antioch who died



before being made a Cardinal. Then, in 1779, the Mahon Sybil entered
the collection of George Nassau, 3rd Earl of Cowper, and then passed
through various hands before entering the Mahon Collection.'”?

On the other hand, Malvasia’s text also records a half-length image of
Lucretia. This is the half-length image of Lucretia then in the collection
of the Gran Duke of Tuscany, Florence.'” Further, no extant painting has
been matched to this Gran Duke of Tuscany half-length image. Given
the number of inconsistencies that can be seen between the records of
Malvasia and Baldinucci, further detailed comparative study is required.
The provenance of the NMWA Lucretia prior to entering the Salviati
famfy can be guessed given the in-law relationship between the Salviati
iamily and the Medici family, and thus we cannot completely rule out
the possibility that the NMWA Lucretia came from the Medici family
collection. However, as noted above, if we consider the ca.1664 date of
Elisabetta Sirani’s Lucretia painting, then there is a very strong
possibility that, at least during that period, the NMWA Lucretia was in
Bologna. Cardinal Boncompagni was granted the Archbishopric of
Bologna by Pope Innocentius X on December 11, 1651, and after this
date, Boncompagni began to renovate and build the Archbishop’s
palace and galleries. At this time Boncompagni began to form his
painting collection, which included major works by Guido Reni.'®

If we were to hypothesize that the NMWA Lucretia was in
Boncompagni’s collection, then we can undoubtedly suggest that
Elisabetta Sirani, who created religious paintings for various churches
and organizations in Bologna, would have had the opportunity to see
the NMWA Lucretia. On the other hand, she received a commission from
Cosimo llI, the Gran Duke of Tuscany, for quite a large painting, and
through such connections with Florence,'® there is also the real
possibility that she had seen the Lucretia painting in the Medici
collection. Both hypotheses suggest topics for further in-depth research.

A large number of images of Lucretia were created in Europe from
the 15th century on, and not just by Guido Reni, but in fact it appears
that Lucretia and Cleopatra were two subjects favored by Reni. Further,
Malvasia noted that Reni painted a number of works on the subject of
Lucretia and Cleopatra modeled after two of the acclaimed beauties of
the day, Contessa De Bianchi and Contessa Barbazzi.'V

Thus we can see in the above noted comments about the provenance
of the NMWA Lucretia that paintings depicting Lucretia were frequently
commissioned, and or owned by high ranking clerics such as
archbishops.

The ex Viti Collection work that is a version of the NMWA Lucretia
(presently in a private collection, Bologna), is thought to have been
created for Pope Clemens IX (Giulio Rospigliosi). The painting of
Lucretia in the Galleria Capitolina, Rome, created by Guido Reni in his
late years, was at one time in the collection of Cardinale Sacchetti.
Regardless of what eventually proves to be the actual provenance of the
NMWA Lucretia, as Malvasia noted, there was a Lucretia painting in the
collection of Cardinale Boncompagni, archbishop of Bologna. Thus we
might ask, what was the relationship between this ancient Roman
woman Lucretia and Christian ethics ?

The authoritative historical record of Lucretia’s tale can be found in
Titus Livius's Ab urbe condita (History of Rome), Book I, chapter 58.
Sextus Tarquinius, son of the Roman emperor Tarquinius Superbus,
threatened Lucretia, wife of Tarqunius Collatinus, with a sword and
raped her. Thus shamed, Lucretius explained the facts to her father
Suplius Lucretius and her husband Collatinus, and then committed
suicide by stabbing herself in the chest with a dagger she had
concealed in her clothing. It was this incident which led to the
conversion of Imperial Rome into the Roman Republic. This tale of
Lucretia was then taken up in a variety of literature ranging in date from
antiquity through the Renaissance and Baroque periods, with
particularly high praise by Boccaccio, with all citing Lucretia as a model
of a woman who protected her chastity.'”

On the other hand, St. Augustine quoted the story of Lucretia in his
Civitatis dei, book 1, chapter 19, but he disagreed with common
opinions of the story. He noted that though Lucretia maintained her
chastity by killing herself, her choice of suicide did not come from her

love of chastity but rather from weakness and her sense of shame about
the attack. In other words, he did not accuse Lucretia of the sin of
adultery, but rather criticized her for having broken God’s law by
committing the sin of murder in the case of her own suicide.'” Thus, St.
Augustine emphasized that it was more important to live and seek the
salvation of God rather than prove innocence through death.

However, the text which seems most directly related to the
composition of the NMWA Lucretia can be found in Ovid’s Fasti. In Isaac
Butt’s 1833 English translation of the Fasti, the relevant passage reads,
“Thrice attempted she to speak, thrice she failed; and having attempted
it the fourth time she raised not her eyes.”'” Thus, we can see how the
NMWA Lucretia composition depicts Lucretia as she is determined to tell
her father and husband the details of her tale, even as she conceals
from them her suffering and her decision to kill herself. The painter, and
we as viewers, stand in the position of her Father Lucretius, her husband
Collatinus and Junius Brutus as they listen to her story. We can see that
Lucretia, as a subject, is complex. The subject encompasses the chastity
and righteousness of a woman, the victory of morality over immorality,
and conversely, in terms of Christian ethics, the belief that one must
choose prayer to God rather than the act of suicide as a means of
liberating oneself from suffering.

In 1998 the NMWA purchased Guercino's David with the Head of
Goliath (acquisition number P.1998-1). It is interesting that the Lucretia
painting shares a John Udny Collection provenance with the Guercino
work. Also, the addition of the Reni Lucretia canvas to the NMWA
collection, one of only a few Italian Baroque works, is extremely
important in terms of the museum’s consideration of 17th century

Bolognese painting. (Mitsumasa Takanashi)
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