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Domenico Puligo (Domenico di Bartolomeo degli Ubaldini)
[Florence 1492—Florence 1527]

Portrait of a Lady as Saint Catherine of Alexandria

1520s

Oil on panel

76.8x55.2 cm
P.2014-0003

SEJEE / Provenance: Presumably Amadeo dal Pozzo, inventory of 1634,

‘Un ritratto d’una Gentildona accomodata per una S. Catterina in mano

di Domenco Puligo fiorentino. Sopra I’asso, coetaneo d’Andrea del

Sarto, longo poco piu d’un raso largo tre quarti cornise dorata’. Probably
purchased by the grandfather of one of the vendors in Berwickshire, before
1920, and thence by inheritance. Sold at Christie’s, London, 12 March 2013
(lot.no., 20).

SCHR / Literature: Christie’s London, Old Master & British Paintings,
Evening Sale, Tuesday 3 December 2013, pp. 76-77.
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Domenico Puligo, Portrait of a Woman
as the Magdalen, c. 1520-25, Ottawa,
National Gallery of Canada
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Domenico Puligo, Lady in a Turban,
Muncie, David Owsley Museum of Art —
Ball State University
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1) G. Vasari, Vite, ed. G. Milanesi, Firenze 18781885, vol. 5, pp. 247-254.

2) A%¥aZiZLLF, E. Capretti et al., Domenico Puligo (1492—1527): un
protagonist dimenticato della pittura fiorentina, catalogo della mostra,
Firenze 2002. 71 7°L v 74 DG EMEMEERIZLLT,  E. Capretti,
“Domenico Puligo, un protagonista ‘ritrovato’ dell’arte fiorentina del
Cinquecento”, in Domenico Puligo (op. cit.), pp. 24—53.

3)  Capretti, op. cit., p. 48, n. 41; E. Capretti in D. Franklin (ed.), Leonardo da
Vinci, Michelangelo, and the Renaissance in Florence, exh. cat., National
Gallery of Canada, Ottawa 2005, pp. 171-172, n. 50.

4)  Capretti, op. cit., p. 49, n. 50.
5)  Capretti, op. cit., p. 47, n. 36; Capretti et al., op. cit., pp. 116—117, n. 24.
6) Capretti, op. cit., p. 46, n. 18; Capretti et al., op. cit., pp. 82-83,n. 9.

About the Artist
Domenico Puligo was a painter active in Florence in the first quarter of
the 16th century. He came from a family of craftsmen; his grandfather
was a goldsmith and his father had a forge. According to Puligo’s
biography in Vasari’s Lives, he first apprenticed in the studio of Ridolfo
Ghirlandaio. Ridolfo is said to have been a superb teacher who was
able to discern and enhance a student’s strong points. During his studies
Puligo himself seems to have discerned that his forte was in small-scale
works for private patrons, and thus today the majority of his extant works
are small-scale oils depicting the Madonna and Child or portraits. After
his studies Puligo worked in the studio of Andrea del Sarto. According
to Vasari, he was quite close to del Sarto, and del Sarto would give him
advice on the execution of works. In 1525, Puligo registered with the
Compagna di San Luca painters guild in Florence. Unfortunately, he died
from the plague soon after in 1527.

Vasari did not rate Puligo very highly, and noted that since he enjoyed
a social life, he did not apply himself diligently and hence did not rise to
the first rank of painters. Later generations took up this evaluation and
this has meant that Puligo has been largely overlooked, and his works
have frequently appeared as attributed to del Sarto. In the 18th to 19th
centuries many of Puligo’s works were taken to England mistaken for
pieces by del Sarto. This situation changed in the latter half of the 20th
century, when advances in the study of del Sarto meant that gradually
attempts were made to position Puligo in the history of art. Finally an
exhibition of his works was held in the Galleria Palatina in Florence in
2002. His life and arts were confirmed by comparisons with those of his

contemporaries, and Elena Capretti published a catalogue raisonné of 75



works by Puligo at the end of the exhibition catalogue.?

About the Work

This work first became known to the art world when it appeared in
a Christie’s, London, auction on 12 March 2013. As a result it is not
included in Elena Capretti’s catalogue raisonné. However, according to
the auction catalogue it was published in Amadeo dal Pozzo’s collection
catalogue in 1634 as, “Un ritratto d’una Gentildona accomodata per una S.
Catterina in mano di Domenco Puligo fiorentino....” Given that there are
no other known works of this iconography, this painting is thought to be
the one published in 1634.

The painting portrays a woman seen from the hips up in a three-
quarter-turned pose, a style based on Raphael’s portraits. The woman is
accompanied by a knife-edged cart wheel and hemp palm branches that
indicate that she is St. Catherine of Alexandria. It seems likely that the
sitter was also named Catherine. There is a round pillar behind the figure
and a chapel-like structure appears beyond walls amidst a landscape,
while a green curtain hangs down from the right.

Capretti’s catalogue raisonné includes two paintings that closely
resemble the character of this work, one the Portrait of a Woman as
the Magdalen® (fig. 1, National Gallery of Canada) and the second the
Portrait of a Woman as St. Barbara® (Hermitage Museum). Both works
show the same composition as seen here, with the women dressed in
similar clothes accompanied by the attributes of their respective saints.
Portrait of a Lady® (fig. 2, David Owsley Museum of Art - Ball State
University) shares the background features of a round column, landscape
by a wall and green curtain, with the curtain’s drapery folds essentially
the same as seen here. This work also shares the posture of the Madonna
and the opening on the left seen in the Madonna and Child with St. John
the Baptist® today in the Galleria Palatina in Florence.

Clearly these works indicate that Puligo used a set composition
and varied the motifs depicted in line with the wishes of each work’s
particular commissioner. Thus we can say that this work, along with
those described above, reveal one aspect of his working method. This
work also fully indicates his stylistic characteristics. Vasari noted that
Puligo softened the expression of the background of the figure as if it
were veiled in mist. The outlines are missing from the work, and given
that this lovely work was highly valued during the painter’s lifetime, we
can say that Vasari’s comments apply also to this piece. Given that the
above noted related works are all dated to the 1520s, we can suggest that

this work was also painted around this same time.  (Shinsuke Watanabe)
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2) See the catalogue in E. Capretti et al., Domenico Puligo (1492—-1527):
Un protagonista dimenticato della pittura fiorentina, exh. cat., Florence,
2002. See Capretti’s essay and catalogue raisonné found in E. Capretti,
“Domenico Puligo, un protagonista ‘ritrovato’ dell’arte fiorentina del
Cinquecento,” in Domenico Puligo (op. cit.), pp. 24-53.
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