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Giovanni di ser Giovanni Guidi, called Scheggia
[San Giovanni Valdarno, 1406—Florence, 1486]
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Gold, silver, tempera on panel
42.5%152 cm
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KJ# / Provenance: Chateau de Ferriéres, Baron Edmond de Rothschild
Collection from where seized by the Einsatzstab Reichsleiter Rosenberg
(inv. No. BOR57); Paris, in the holdings of the German Embassy; Bavaria,
Buxheim Monastery from where recovered by the Monuments Men and
restituted to the Rothschild family (1946); Private Collection.

it/ Literature: Andrea De Marchi in Le opere e i giorni: exempla virtutis
favole antiche e vita quotidiana nel racconto dei cassoni rinascimentali. Exh.
cat. Museo Stibbert, Florence, 2015. Edited by A. De Marchi and L. Sbaraglio,
Signa 2015, pp. 167-170, n. 4.7.
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il suo grande fratello”, in L. Bellosi, M. Haines, Lo Scheggia, Siena 1999,
pp. 7-33.

2) 1l fratello di Masaccio. Giovanni di Ser Giovanni detto lo Scheggia,
catalogo della mostra (San Giovanni Valdarno, Casa Masaccio), a curadi L.
Cavazzini, Siena 1999; L. Bellosi, M. Haines, op. cit.

3) Ay V—FIZBILTIE, 72 & ZIEBUT, JM. Musacchio, 4rt, Marriage, &
Family in the Florentine Renaissance Palace, New Haven and London
2008, pp. 136-156.

4)  A. De Marchi, “Le opere e i giorni: un nuovo sguardo sui mobili nuziali
istoriati del Quattrocento”, in Le opere e i giorni: exempla virtutis favole
antiche e vita quotidiana nel racconto dei cassoni rinascimentali,
catalogo della mostra (Firenze, Museo Stibbert), a cura di A. De Marchi
and L. Sbaraglio, Signa 2015, pp. 13-23, in part., pp. 21-22.

5) Ibid.,pp. 167-170,n. 4.7.

The Painter

Giovanni di ser Giovanni Guidi, called Scheggia (a name that means
“the splinter”), was a painter active in 15th century Florence. His name
has only been relatively recently linked to specific paintings. A group of
paintings in the same style have been known since the beginning of the
20th century, and in 1969 Luciano Bellosi identified Scheggia as their
painter. The Martyrdom of Saint Sebastian, a fresco in San Lorenzo, San
Giovanni Valdarno, is the only extant work with a signature and date by
the artist. Bellosi based his attributions on a comparison of the unsigned
works with the Saint Sebastian." Bellosi’s interpretations gradually
gained acceptance, and an exhibition of Scheggia’s works was held in
San Giovanni Valdarno in 1999. That year saw not only the publication
of the exhibition catalogue, but also a Scheggia monograph by Bellosi
and Margaret Haines.”

Scheggia trained in the studios of Bicci di Lorenzo and his (Scheggia’s)
famous older brother Masaccio, and is recorded as having been in his
older brother’s workshop in Pisa in 1426. His early works were heavily
influenced by those of Masaccio. In 1432 he joined the Arte dei Maestri
di Pietra e Legname, and in 1433 joined the Arte dei Medici e Speziali.
Through his connection with Masaccio, Scheggia became acquainted
with Brunelleschi, and it was probably through him that Scheggia
collaborated on the intarsia designs for the sacristy of the Florence
Cathedral, after Masaccio’s death, Scheggia was further influenced by
other leading Florentine painters of the time, such as fra Angelico, fra
Filippo Lippi and Paolo Uccello. Particularly in the 1440s, he was also
considerably influenced by Domenico Veneziano, not only in terms of
quoted motifs but also his clear compositional structures and atmospheric
expression.

Scheggia’s main work was in the decoration of cassoni (decorative
chests) and deschi da parto (commemorative birth trays). The fact
that Scheggia was commissioned to provide the Triumph of Fame
(Metropolitan Museum of Art, New York) painting for the birth tray used
for the January 1, 1449 birth of Lorenzo de’ Medici (later known as 11
Magnifico), indicates that he was considered the premier painter of such
works at the time. The 1492 Medici family inventory includes a spalliera
(decorative backboard) by Scheggia depicting Lorenzo de’ Medici in
an equestrian contest in its Giulio di Giuliano de’ Medici (later Pope

Clement VII) section.

The Painting
Judging from the size of this work, it is thought to have originally



adorned the front panel of a cassone (elaborate chest). The cassone
chest type was used in Italy from the 14th to 16th centuries, and their
production centered on Florence. It was standard for a cassone to be
commissioned upon the occasion of a marriage, and then carried into the
newlyweds’ home.? As a result, in most instances the paintings used to
adorn cassoni were on themes related to marriage or a woman’s virtue.
This painting is a typical example of such a theme. The story of Suzanne
is recounted in the Book of Daniel, part of the Old Testament apocrypha.
This panel shows the latter half of the tale. Presumably this painting
was originally paired with the first half of the tale, with both used on a
cassone. In the 19th century a large number of cassoni had their painted
panels removed and sold as separate paintings. This painting is thought to
be one such example.

Scheggia played a major role in the development of cassone decoration.
Unlike earlier cassone decoration, which consisted of scattered motifs,
his compositions were tightly organized and he completely changed
the relationship between the depicted figures and their surrounds.? This
painting can be considered a clear expression of this characteristic.

Here the narrative starts on the left side of the composition with
Suzanne’s judgment at court. Two old men flank a judge, seated in an
elevated position. The old man on the judge’s right recites Suzanne’s
sin while looking at the judge. The other old man, seated in front of
the judge, faces Suzanne, and steals glances at her as he looks at his
notebook. Suzanne, with her hands bound behind her back, stands quietly
with downcast eyes. She wears a red, pearl-adorned headdress over a
veil, and garments rendered in gold leaf applied to carved wood. She is
surrounded by armed soldiers. Particularly striking are the commander
seen holding a leader’s baton and wearing a red hat on the left edge of
the soldier group, the soldier next to Suzanne saying something to her,
and a man wearing rough clothing behind her. A group of youths in the
foreground enliven the scene. Behind the law court, a stairwell rises from
an arched doorway and two men stand on the stairs, peeking at the scene
below. On the other hand, soldiers stand guard outside the building, with
the building’s loggia seen behind them. The crest depicting the profile
of a black man seen on a soldier’s shield and horse equipment is not an
identifiable family crest. Similarly the bird crest on the red banner held
by a horseman is not a specific crest. The dog scratching himself in the
foreground echoes the idle pose of the soldiers.

The waiting soldiers draw the viewer’s gaze to the next scene.
Suzanne, along with the commander, the soldier and roughly dressed man
all appear again in the next scene. Daniel holds the commander’s horse’s
bridle in one hand while pulling on Suzanne’s clothes with the other, and
the fragment of paper he holds in his left hand has his name written on it.
Daniel is probably emphasizing her innocence in this scene. These three
figures are placed in the approximate center of the composition, and from
here on their positions change drastically. The original story includes a
second questioning of Suzanne by the judge and Daniel, but that scene is
omitted from this depiction and the tale races to its conclusion.

Gray mountains and a stand of trees rise behind Suzanne and the
soldiers, and beyond those mountains a group of young men lead elders
bound by ropes at their hands and necks. On the far right side of the
composition, the elders, stripped of their clothing, are shown being
stoned on punishment blocks. As if to form a series with the Suzanne
entourage on the left, there are eight young men throwing stones, and
blood streaming from the bodies of the two accused about to expire.

The whereabouts of this painting became known recently and Andrea
de Marchi attributed it to Scheggia. The painting was displayed in the
exhibition held at the Stibbert Museum in Florence in the autumn of

2015.9 In terms of dating, De Marchi considers that this work was

painted ca. 1450, given its stylistic similarities to the Adoration of the
Magi (ca. 1438, Alte Pinakothek, Berlin) by Domenico Veneziano and
Scheggia’s Triumph of Fame, which is confirmed as ca. 1449 and shows
considerable Veneziano influence.

This painting was very recently restored. According to the conservation
report, later retouching was removed from the original painting layer. The
condition is good for a cassone panel. Given that cassoni were functional
household items, normally they are in extremely bad repair, and in many
instances the damage is so great that it is hard to determine the painted
imagery on their panels. Compared to such examples, the original state
of this painting still remains to a considerable degree. However, there
is quite a bit of retouching on the work, with ultraviolet light exposing
numerous places of retouching across the entire composition. The area
around the stairs behind the court shows noticeable retouching. There are
also places where conservators have made recent retouching efforts, with
the most noticeable of these found on the pattern of red lines adorning
Suzanne’s garments, the pattern on the shirts worn by the youths
throwing stones on the right edge, and a soldier’s shield. Crack lines
can be seen on the side of the panel, and retouching has been applied
along those cracks. Part of the left edge of the composition has also been
slightly cut off. (Shinsuke Watanabe)

Notes

1)  Bellosi noted his interpretation in a lecture given at the Kunsthistorisches
Institut, Florence. L. Bellosi, “Il Maestro del Cassone Adimari e il suo
grande fratello,” in L. Bellosi & M. Haines, Lo Scheggia, Florence—
Siena, 1999, pp. 7-33.

2) 1l fratello di Masaccio: Giovanni di ser Giovanni detto lo Scheggia, Exh.
Cat., Casa Masaccio, San Giovanni Valdarno, curator L. Cavazzini, Siena
1999; L. Bellosi & M. Haines, op. cit.

3) See the following regarding cassoni, J. M. Musacchio, Art, Marriage, &
Family in the Florentine Renaissance Palace, New Haven and London
2008, pp. 136-156.

4) A. De Marchi, “Le opere e i giorni: un nuovo sguardo sui mobili nuziali
istoriati del Quattrocento,” in A. De Marchi and L. Sbaraglio eds., Le
opere e i giorni: exempla virtutis favole antiche e vita quotidiana nel
racconto dei cassoni rinascimentali, Exh. Cat., Museo Stibbert, Florence,
Signa 2015, pp. 1323, in part, pp. 21-22.

5) 1bid., pp. 167-170,n. 4.7.



