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Elisa Camporeale In Homes and Novels: Early Italian 
Pictures in England from Early 
Nineteenth to Early Twentieth Century

The interest for the «Primitives» stemmed from Catholic origins and from a cul-
tural élite that cultivated it mainly in Italy during the eighteenth century. During 
the second half of the nineteenth century it gradually spread. The first historical 
collections of paintings developed in Italy and grew from the research of Italian 
antiquarians. Of scholarly inspiration, this rediscovery in turn triggered a fascina-
tion among foreigners for the primitives, subsequently encouraging their study 
outside Italy. The interaction of scholars, collectors, connoisseurs, dealers, and 
their sometimes overlapping roles, created the conditions for the development 
of interest in the Italian «Primitives»1.

Their rediscovery was helped by a particularly favourable cultural scene. In the 
late eighteenth century, a historiography was developing that gradually freed it-
self from political accounts in order to study cultural history. History itself began 
to be seen as a single, constantly changing process that was especially under-
standable once the transitional stages from one era to another were dissected. 
This new historiographical approach also took into account territorial diversity, 
assimilating methods and models from the natural sciences2. A progression of 
methods developed and passed from antiquarianism to art history via travel lit-
erature, local histories, collections of prints, the histories of peoples, and world 
history. Beginning with the history of art, the first specialized histories emerged in 
this context: Johann Joachim Winckelmann’s work on ancient art (1764) and Luigi 
Lanzi’s work on the art from the Renaissance to the modern era (1792)3.

From the beginning of the nineteenth century, Early Italian pictures were hung in English private homes 
and, later, in public galleries and exhibitions. The birth and growth of the interest in the Italian «Primitives» 
in the English world are illustrated in this paper through insights into the cultural and social scenarios of the 
time and through a review of the approaches of salient early English collectors. Such appreciation, destined 
to grow into an infatuation in the early twentieth century, is here monitored also through its reflections in 
British fiction in the works of, among others, Thomas Hardy, George Eliot, Edward Morgan Forster, Vernon 
Lee, David Herbert Lawrence.
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In addition to the progressive refinement of critical tools, the growing interest 
in the «Primitives» was also facilitated by circumstances of a different nature. First-
ly, as a result of ecclesiastical suppressions of the late eighteenth century4, there 
was a massive availability in the art market of paintings by artists who had worked 
in the centuries before Raphael, with scholars and erudite churchmen being the 
first to take advantage of the situation. In addition, for a relatively large if not 
general public, there was the novelty of being able to see works that had been 
previously shut away for centuries, in monasteries, seats of confraternities and 
convents, finally presented in princely galleries and sometimes public, ecclesias-
tical or antiquarian ones5. Secondly, there was the presence of foreign travellers 
on Italian soil: residents or occupiers with the means and the intellectual curiosity 
who later put together, with the help of intermediaries, important collections of 
Old Masters that sometimes followed them home when they left Italy, and would 
end in public museums of their respective native cities. In fact, the political up-
heavals caused by the Napoleonic occupation and the ensuing economic uncer-
tainty, placed the trade of antique paintings outside the control of the authorities 
because they were considered second order (and therefore cheap) and were not 
yet critically studied.

The emergence of the «Primitives» at the end of the eighteenth and beginning 
of the nineteenth century was a global phenomenon of high culture that extend-
ed far beyond Italian borders. The small circle of enlightened scholars, experts, 
dealers, and art lovers who were interested in them was an international com-
munity, whose members were in contact with each other through letters and so-
journs or travels abroad. Initially they shared an interest in the «Primitives», which 
was mainly historical. As excellence in painting was judged by most as fixed in 
the Renaissance, anything earlier than that seemed primitive and was acquired or 
mentioned in early studies as representative of the dawn or the childhood of art. 
Such expressions imply a concept of art as a single process continually advancing 
towards perfection, represented by one hall-marked standard. Only later in the 
nineteenth century was art seen as a series of processes, each having an indivi- 
dual development to be judged by a standard proper to itself.

While Early paintings in Italy had remained in the possession of the institution 
or of the heirs of the patron who commissioned them, if a person owned a «Primi-
tive» at this time in England, it must have been because he saw it either as a good 
investment or as an object of some interest, or both. I will now focus on the birth 
and growth of interest in the Italian «Primitives» in the British world as well as on 
the reflections of such infatuation, traceable in English literature.
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«Primitives» in English Homes

In England an exposure if not full appreciation of the art of the Italian «Primi-
tives» was chronicled among various eighteenth-century personalities6. Joshua 
Reynolds studied in Italy from 1750 to 17527. During his sojourn, he lived mainly 
in Rome and did not show a particular attraction for the «Primitives», although he 
did visit Mantegna’s frescoes in Padua and Masaccio’s frescoes in Florence’s church 
of the Carmine8. He was convinced that all artists needed to study and know di-
rectly the works of the Old Masters, among which he had a predilection for Raph-
ael, Andrea del Sarto, Pietro da Cortona and then for Michelangelo9. In Florence 
he met Anglo-Florentine Ignazio Enrico Hugford, an art expert, merchant, writer, 
professor, painter (and occasional forger), and collector of Old Masters10. In Rome, 
Reynolds met the painter and engraver Thomas Patch, a resident in Florence since 
175511. To him, we owe the first publication of engravings that illustrate the works 
of the Italian «Primitives», carried out with the declared intent of providing visual 
evidence of the various phases of the history of painting. Published between 1770 
and 1772, Patch’s series of engravings were dedicated to frescoes in the Carmine 
church12, which, until that time had never been disseminated in print.

One figure that opened the way to collecting Old Masters was Frederick Au-
gustus Hervey, a long-term resident in Italy. In 1796 Hervey expressed the idea 
for a project, never realized, of showing in his gallery at Ickworth in Suffolk the 
evolution of painting in Germany and Italy, with the panels divided by schools in 
chronological order, from Albrecht Dürer to Angelica Kaufmann, from Cimabue 
to Pompeo Batoni. At this stage the Italian Gothic paintings were not appreciated 
as such, but collected primarily to illustrate a stage of the evolution of art13. It is 
worth noting that a similar approach was developed in some museums open to 
the public: a room of early pictures was open in the Uffizi in 178214 and in the 
Louvre in 1814 (exhibiting the war loot)15. 

During his Italian years (1791-99), William Young Ottley worked as a copyist for 
Séroux d’Agincourt for the Histoire de l’Art par les Monuments16 and was able to put 
together a remarkable collection of Old Masters, prints, drawings, miniatures, and 
Italian «Primitives»17. The following passage illustrates how they were displayed in 
his house in the early 1820s: 

[…] another smaller gallery, also lighted from above, the walls of which were cov-
ered from floor to ceiling with pictures by the old Pre-Raphaelite artists, which Mr 
Ottley had collected in Italy during the latter part of the last century. Most of them 
were taken from churches during the occupation by the French soldiery, and but for 
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Mr Ottley’s intervention might have been destroyed18.

Aside from being an amateur artist and someone who brought to England a 
fine selection of Early Italian pictures, Ottley was a distinguished writer on the arts 
and probably the first Englishman with extensive knowledge of Italian painting 
before 1500. In his works, The Italian School of design (1823) and A Series of Plates 
Engraved after the Paintings and Sculptures of the Most Eminent Masters of the Early 
Florentine School (published from 1826), he was the first in the United Kingdom to 
illustrate and describe chronologically the Italian schools of painting.

A wealthy English timber merchant, Edward Solly began buying antique paint-
ings in 1812 while he was living in Berlin and taking business trips, thanks to an 
extensive network of contacts. He sold in bulk his roughly 3000 pictures to the 
king of Prussia in 1821. After returning to England, he showed a preference for 
later periods; Solly’s taste evolved in a more conventional direction, and by then, 
paintings of the sixteenth century were available on the market. An aesthetic 
appreciation for the Italian «Primitives» was not a widespread phenomenon in 
England during the first half of the nineteenth century19. In 1836 Solly declared 
that the average museum public would not have been interested in works by 
Giotto and Cimabue20. A few decades, later Austen Henry Layard experienced a 
similar evolution in taste. The British diplomat and connoisseur started collecting 
in 1855; from central Italian «Primitives» after 1863, under Morelli’s influence, he 
passed to early eighteenth-century Italian paintings21.

Ahead of their time, yet subsequent to Ottley, other English collectors followed 
his approach. William Thomas Fox-Strangways, a diplomat living in Italy from 
1825 to 1832, assembled, among others, collections of «Primitives» that he then 
donated to Christ Church College (in 1828 and 1834) and to the Ashmolean Mu-
seum (in 1850)22. Beside Oxford, Liverpool was among the first cities in England 
in which Italian «Primitives» were visible in public collections, thanks to a public 
subscription that, in 1819, ensured for the Liverpool Royal Institution a group of 
35 «Primitives» from the banker, historian, and bibliophile, William Roscoe. Roscoe 
did not travel and purchased, for small sums, solely in England. Between 1795 and 
1815, when he was forming his collection, it was estimated that 300 «Primitives» 
were in private hands in the country and about 200 «Primitives» were sold in auc-
tions in the United Kingdom, half of which were attributed to Bellini and Perug-
ino. There was a tendency to baptise the pictures with names given by Giorgio 
Vasari as marking stages in the development of art, so attributions to Cimabue, 
Giotto and Masaccio are recurrent as well. Roscoe appears to have thought of 
pictures as examples of the taste of a period, and conceived his collection as an 
illustrated history of painting, seeing the «Primitives» as the forerunners of the 
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great artists of the sixteenth century23. This vision was shared by other English 
collectors of his time who owned a limited number of «Primitives» as a sort of 
introduction to a gallery of Old Masters. Such galleries were private and some-
times transient; among them Charles Francis Greville24, Samuel Rogers25, Matthew 
Smith, and John Strange26.

Less conventional was the approach of Prince Albert, who, between 1845 and 
1847 purchased twenty-seven Italian pictures painted before 150027. The tempera 
on gold backgrounds were hung in the private rooms of Osborne House on the 
Isle of White, for private enjoyment (fig. 1)28. Equally distributed in various rooms, 
to the delight of the visitors who expected important artworks to be segregated 
in special galleries, were the Old Masters and Italian «Primitives» in the country 
house in Staffordshire of Reverend Walter Davenport Bromley (fig. 2)29, who left 
for Italy around 1822. During the 1840s and 1850s, his preference for the Old Mas-
ters led him into the almost unexplored field of Early Italian Renaissance painting. 
As a matter of fact, until the early 1840s Italian «Primitives» appeared rarely in 
British salerooms, and they continued to fetch low prices as mere curios30. In the 
forties an Angelico mania spread from Germany under the influence of the Naza-
renes, the turning point of which can be considered the auction of over 3000 pic-
tures from Cardinal Fesch's collection in Rome31. An increasing number of people 
believed that Angelico’s paintings were not only beautiful but also possessed a 
purity and spirituality absent from art of a later date32. In 1848 the British Institu-
tion’s exhibition of «Primitives» in London was a success, and in 1851, thousands 
of people paid to see Lord Ward’s Last Judgement by Angelico, shown in the Egyp-
tian Hall gallery in London33.

Slightly later, notable collectors of Early Italian paintings, ahead of their time, 
yet no longer pioneers, were the Anglican Reverend John Fuller Russell34, whose 
walls were so richly adorned with «Italian specimens of the fourteenth century 
that the spectator feels as if transported into a chapel at Siena or Florence»35, Re- 
verend Frederick Heathcote Sutton36, Rector of Brant Broughton, and Alexander 
Lindsay, an important scholar and author of The History of Christian Art (1847)37. 
Some collectors were less scholarly-minded and were attracted by works of art 
for their own sake, such as John Rushout second Baron of Northwick38 and Robert 
Staynor Holford39. Like Fox-Strangways and Lindsay, in the decades after the fall 
of Napoleon, many of those who visited Italy assembled collections of pictures 
that earlier generations would have despised: Charles Eastlake, painter, expert, 
and arbiter of the arts as President of the Royal Academy and then Director of 
the National Gallery, Thomas Gambier Parry40, William Noell Hill41, Walter Sa- 
vage Landor42, William Fuller Maitland43, Reverend John Sanford44, William Drury 



Elisa Camporeale

238

Lowe45,  William Jones46 and Alexander Barker, the self-educated son of a fashion-
able boot-maker. The atmosphere of the house of the latter has been described 
as follows: 

The next floor introduced the visitor to Italian art. Here the furniture was less prom-
inent, and the pictures assumed the most important place – pictures by the early 
Italians. Lorenzo di Credi, Luca Signorelli, Fra Angelico, Botticelli, and others, whose 
works are now rising to the highest reputation, were here represented by the choic-
est specimens, interspersed with rare goldsmith’s work […] and many other rare ob-
jects47.

The taste for displaying Italian Early and Old Masters continued in England. 
Among the still-intact Italianate rooms made for John Alexander Thynne by John 
Diblee Crace between 1874 and 1882 at Longleat in Wiltshire, the State Drawing 
Room (fig. 3) served as the showcase for the pictures purchased during the Italian 
travels of the fourth Marquess of Bath48.

In 1857, Art Treasures of the United Kingdom opened in Manchester, as most 
likely the first imposing art exhibition conceived for a wide audience. Among its 
16000 pieces, 1079 were paintings of which forty-seven were prior to the fifteenth 
century, the large majority of which came from British private collections. In the 
Handbook to the Paintings by Ancient Masters in the Art Exhibition the taste for the 
Early Italians was described as comparatively new49. Among the long-term effects, 
the event revealed the possibilities of Early Italian and Northern masters, provi- 
ding new impetus to the developing science of connoisseurship. Before 1857 
there was no English translation of Vasari, while the decade following Art Treas-
ures saw the first scholarly attempts at a critical-historical arrangement of all sur-
viving examples of Italian and Flemish paintings by Joseph Archer Crowe and Gio-
van Battista Cavalcaselle. The volumes written by this duo provided something of 
a “system” on which the future generations of experts could base their research50. 
The Manchester exhibition served to concentrate the interest in schools and ar-
tistic personalities previously neglected, and to widen such interest by offering to 
some 1300000 visitors the opportunity of seeing a form of art and paintings of a 
period not yet represented in the National Gallery.

The appreciation for Early Italian art in England, although a recent develop-
ment, was evident also in 1857, when the trustees of the National Gallery, directed 
by Charles Eastlake, acquired the Lombardi-Baldi Collection of Tuscan painting51. 
His successor, William Burton, is also remembered for acquiring numerous Early  
Sienese pictures, but the need to have more was still felt in a report written in 191452. 
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On the art market side, Samuel Woodburn, the distinguished London dealer, col-
lected a number of Early Italians; the 1860 auction after his death, fed the follow-
ing generation of collectors53. A similar destiny befell the collections assembled 
by Reverend Walter Davenport-Bromley, James Dennistoun, whose appreciation 
was most likely generated by his literary interests54, William Coningham55, and the 
already mentioned William Ward first Earl of Dudley and Lord Northwick. Not sur-
prisingly, among the enthusiasts for the Italian «Primitives» of the third quarter of 
the century, there were Pre-Raphaelite painters like Dante Gabriele Rossetti who, 
on top of blue-and-white oriental porcelain and French furniture, also owned  
Early Italian pictures56. Like Barker, members of the exclusive collector club orig-
inally called Fine Arts Club57 and then Burlington Fine Arts Club58 were Francis 
Cook59, John Charles Robinson60, Charles Butler61, Robert Benson, who owned 
some Italian primitives, among other paintings62. The geneaologist Henry Wag-
ner decorated his rooms with «Primitives», which he mainly acquired at sales 
and gave to the National Gallery63. Henry Willet64 was also a late nineteenth- 
century «Primitive» collector. Small trecento and quattrocento works, roundels or 
detached panels or cassone, pagan paintings of non-important appearance still 
went for trifling sums and fit a scholar’s inexpensive taste.

Among the British residents abroad, more precisely living around Florence, 
John Temple Leader included primitive paintings and detached fourteenth-cen-
tury frescoes in the neo-gothic dream Castle of Vincigliata65, and Frederick Stib-
bert in his villa in Montughi also owned several «Primitives»66. William Blundell 
Spence lived painting, collecting and selling, using his residences also as show-
rooms, first at Palazzetto Corsi, then at Palazzo Giugni, and at last at the Villa Me-
dici67. Other British collectors and experts who resided around Florence and were 
closely connected with the fin de siècle movement were Charles Fairfax Murray68, 
Herbert Percy Horne69, and Arthur Acton70. All three have been in some way active 
as agents on the art market. 

By the end of the century, although Walter Pater felt he had to apologize for 
writing an essay on Botticelli, a taste for the earlier Italian painters had become 
wide-spread71. Such appreciation was destined to become a preference and to 
explode at the beginning of the twentieth century into an authentic infatuation 
on both sides of the Atlantic72, when young Bernard Berenson, first among other 
consultants and connoisseurs, captured the confidence of the American million-
aires73.

«Primitives» in English Novels
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As a result of this explosion of interest, Italian «Primitive» paintings (or their 
reproductions), as well as collectors and amateurs are mentioned in English prose 
between the last decades of the nineteenth century and the beginning of the 
twentieth. More obvious, and therefore not discussed here, is their presence in 
Victorian Renaissance fiction74, travel literature, articles, autobiographies, and in 
correspondance produced by foreign travellers and residents in Italy.

In plays, ridiculous “medieval attitudes” are sometimes mocked, as one reads in 
the libretto of the comic opera Patience by William Schwenck Gilbert, performed 
for the first time in 1881. Lady Saphir, a «rapturous maiden», watching a group of 
gentlemen whom, to impress the young ladies, were dressed as the Æsthetics and 
struggled «to look both angular and flat» like members of fraternities portrayed 
in old paintings, cries out: «How Botticellian! How Fra Angelican! Oh Art! I thank 
thee for this boon!»75.

Familiarity and the purchase of reproductions of the Early Italian masters 
among a "happy few"76 are described in A Room with a View by Edward Morgan 
Forster, published in 1908. While in Florence, the protagonist, Lucy, purchases  
Alinari photographs of paintings by Giotto and Angelico77. Also in the novel, 
views of the Tuscan landscape are linked to the backgrounds of Alessio Baldo-
vinetti’s works78, taking for granted that everyone knew what such backgrounds 
looked like79. The author goes as far as to describe some characters making fun 
of those who mispronounce the names of Italian painters in the National Gallery 
of London, or as far as to equate a real conversation to a painted sacra conversazi-
one, before admitting that the topic discussed by the characters in the story was 
too low to allow for the comparison80. Lastly, Forster makes some of the ladies 
of the story resemble the mysterious and charming female figures of Leonardo 
da Vinci. He is not the only writer to describe his heroines as female figures by 
Leonardo. Mary Ann Evans alias George Eliot in Middlemarch, published initially in 
several instalments between 1871 and 1873, has the painter Nauman, a character 
inspired by the Nazarene painter Overbeck, describe the features of Dorothea as 
very similar to those of Mona Lisa. The frame of reference is here provided by Wal-
ter Pater’s description in his 1869 article. I am mentioning only this point from the 
production of George Eliot, as her preferences in the field of Italian painting focus 
primarily on the sixteenth century81. 

Imaginary portraits of amateurs and collectors are to be found in prose. Some 
of these sketches were written by scholars and collectors, who knew the attitude 
of a collector from personal experience. Martin Conway in The Sport of Collecting, 
which came out in 1914 with a dedication to Wilhelm von Bode82, describes "hunt-
ing memories" of a collector, from Italian Old Masters, to Greek and Oriental sculp-
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tures, and the purchase and restoration of Allington Castle in Kent. References to 
a fictive private collection of Early masters can be found in the story The Marchesa 
Carrie and to the theft of an early Madonna in The Phantom Botticelli by Harold 
Acton, who, in a collection of stories published in 1982, evokes the indulgent life-
style of the Anglo-Florentines of his parents’ generation83.

Other effects of the vivacity of the commerce of Old Masters enter literature, 
such as their study by amateurs and the exodus, on the other side of the Atlan-
tic, of paintings considered masterpieces. The Helping Hand, a posthumous short 
story by Forster, finished in 190484, is about a case of literary plagiarism between 
two amateurs. Lady Anstey publishes a monograph in a pocket-size series (re-
sembling slightly Maud Cruttwell's) on an imaginary Tuscan painter of the ear-
ly Quattrocento, using unpublished material found by an acquaintance, Mister 
Henderson. The latter finds out about the plagiarism and is able to respond with 
detachment. The story recalls how the writer Julia Cartright Ady published, with-
out authorization, the contents of a course held by Roger Fry and his reaction to 
the accident. The authoritative opinion of a famous Italian art historian, Profes-
sor Rinaldi, eventually resolves the issue. Consulted during one of his sojourns in 
London, Rinaldi invalidates the theory of the year of birth of the painter on which 
the monograph was based, thereby discrediting the entire book85. For the second 
effect mentioned, the story of the forced sale of the most valuable and important 
pictures belonging to a poverty-striken noble Florentine family is narrated in The 
Unnamed by Willliam Le Queux in 190286.

Imaginary or proper paintings are also mentioned in short stories or novels. 
The 1904 historical-fantasy novella The Wedding Chest by Vernon Lee opens with 
the technical entry of an imaginary fifteenth-century Umbrian wedding chest, 
around which develops a morbid story of love, kidnapping, violence, assassina-
tion, and bloody revenge. The macabre action takes place in painters' workshops, 
olive groves, and Umbrian castles. Here is the (fictional but believable) note that 
opens the story:

No. 428. A panel (five feet by two feet three inches) formerly the front of a cassone 
or coffer, intended to contain the garments and jewels of a bride. Subject. ‘The Tri-
umph of Love.’ ‘Umbrian School of the Fifteenth Century.’ In the right-hand corner is 
a half-effaced inscription: Desider…de Civitate Lac…me…ecit. This valuable painting 
is unfortunately much damaged by damp and mineral corrosives, owing probably to 
its having contained at one time buried treasure. Bequeathed in 1878 by the widow 
of the Rev. Lawson Stone, late Fellow of Trinity College, Cambridge87.
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In the works of Thomas Hardy, more than thirty references to painters can be 
found, but only a few among them are «Primitives»88. In the 1871 novel Desperate 
remedies, an interesting comparison is provided to describe the hand of a female 
character called Mrs. Leat: «a narrow bony hand that would have an unparalleled 
delight to the pencil of Carlo Crivelli»89. Crivelli appears again in Hardy’s 1891 no-
vel Tess of the d’Urbervilles: A Pure Woman Faithfully Presented, where the thinness 
of Angel Claire, husband of the main character, is compared to a figure of Christ 
by Crivelli: «You could see the skeleton behind the man, and almost the ghost 
behind the skeleton; he was Crivelli's dead Christus»; in all probability Hardy is 
referencing the Dead Christ supported by two Angels (fig. 4), a panel that since 1859 
has been part of the National Gallery of London90. Later, Angel Claire and Lisa-Lu 
walking in silence after having assisted in the execution of Tess from a distance, 
are compared to two Apostles with reclining heads by Giotto: «They moved on 
hand in hand and never spoke a word, the drooping of their heads that of Giot-
to's two apostles»91. Hardy was probably thinking of the Two Haloed Mourners, a 
fragment of fresco that since 1856 has been in the National Gallery and was later 
ascribed to Spinello Aretino (fig. 5)92. 

The Last Judgement by Fra Angelico (fig. 6)93  is mentioned in the novel The 
Rainbow by David Herbert Lawrence, part of the saga of the Brangwen family, 
originally published in 1915. Will Brangwen has an almost puerile fascination for 
the Italian «Primitives» that makes him run home to open books with illustrations 
of panels by Giotto, Angelico, and Filippo Lippi. His daughter, Ursula, who also 
remembered well those illustrations, found that the figure of God the Father – 
or, more accurately, Christ Judging - was not of the same fantastic level as the 
rendering of other elements. According to her impression: «the angels were so 
lovely, and the light so beautiful. And only for this, to surround such a banality for 
God!»94.

Conclusion

The growing appreciation for the «Primitives» beside making gold backgrounds 
one of the must-have pieces of early twentieth-century art collections and the 
object mentioned, described and searched for in fiction, also set the ground for 
remarkable temporary exhibitions organized all over Europe. «Primitive» paint-
ings were celebrated and displayed in prestigious public buildings for both their 
aesthetic and cultural value, attracting thousands of visitors. In Italy for instance, 
between 1904 and 1907, grand exhibitions held in Siena, Chieti, Macerata, and 
Perugia, celebrated the Early masters of respective local schools of painting. Brit-
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ish collections were rich in the Early masters of all these schools, yet it was only 
in 1923, that the Royal Academy held the first exhibition on British «Primitives». 
The catalogue of the 1923 exhibition presents a highly informative introduction 
and scholarly entries of the almost one hundred paintings exhibited95. It can be 
surmised that the study of the British Early school of painting was in part a result 
of the appreciation of the early masters of more “famous and established” schools 
and that, according to the different perceptions of history - national, regional or 
municipal - «Primitives» were considered the pride of a nation, a region, or of a 
town.

 1	 For a survey on the Italian cultural scenario in these decades, see P. BAROCCHI, Storia mod-
erna dell’arte in Italia. Manifesti polemiche documenti. Volume primo. Dai neoclassici ai puristi 
1780-1861, Turin 1998, pp. 5-9. For the art historiography of the previous period and the 
resurgence of interest for the «Primitives» in the second half of the eighteenth century, see 
M. CAPUCCI, La storiografia artistica e la cultura del Settecento, in Studi in onore di Alberto Chi-
ari, Brescia 1973, pp. 269-290: 270-288. For their appreciation from art historians and critics 
during the second half of the nineteenth century, with references to the cult of Angelico in 
the Victorian Age, see E.H. GOMBRICH, The Preference for the Primitive. Episodes in the History 
of Western Taste and Art, London 2002, pp. 152-176: 155-159. A first formulation of part of 
what is presented in this paper can be found in E. CAMPOREALE, Primitivi italiani al muro: 
riflessi di gusto e collezionismo in letteratura, «Symbolae antiquariae», II, 2009, pp. 119-161; 
EAD., Sugli esordi del collezionismo di Primitivi italiani/On the Early Collections of Italian Prim-
itives, in Le stanze dei tesori. Collezionisti e antiquari a Firenze tra Ottocento e Novecento (with 
English version), exhibition catalogue (Florence 2011-12), ed. L. Mannini, Florence 2011, pp. 
28-43.

 2	 Mixed exposures in secondary university courses are registered in the eighteenth century, a 
circumstance which provided interesting cultural exposures to students. Johann Heinrich 	
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Schulze, who was professor of Winckelmann in 1738 at Halle, taught both numismatics and 
pharmacy. On this and on the interests in natural history of Winckelmann, see E. DÉCUL-
TOT, Johann Joachim Winckelmann: Enquête sur la genèse de l’histoire de l’art, Paris 2000, pp. 
193-215: 197. A century later, at Erlangen, the young Giovanni Morelli dedicated the whole 
year 1837-38 to the study of natural sciences, see C. GIBSON-WOOD, Studies in the Theory of 
Connoisseurship from Vasari to Morelli, New York and London 1988, p. 170.

 3	 In 1792 a version of the Storia pittorica came out limited to the Schools of Florence, Siena, 
Rome and Naples. The first complete edition, without images, of the Storia pittorica dell’Ita-
lia was published in Bassano in three volumes in 1795-96. Besides Lanzi other early contri-
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March 1828 he wished he could sell, once made, a historical collection with one specimen 
of each school from Cimabue to Giovanni Bellini to the National Gallery. His other pub-
lished letters provide information about copyists, Italian art dealers and the taste for Italian 
High Renaissance pictures; see C. LLOYD, Picture Hunting in Italy. Some unpublished Letters 
(1824-1829), «Italian Studies», XXX, 1975, pp. 42-68. See also J. BYAM SHAW, Paintings by Old 
Masters at Christ Church Oxford, London 1967, pp. 9-10; C. LLOYD, A Catalogue of the Earlier 
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27	 Prince Albert was the only royal collector to have travelled in Italy as a young man. His visit 
in 1838-39 awakened his love for Early Florentine painting; in Rome he met Ludwig Grüner, 
his future artistic adviser. In 1863, after Prince Albert’s death, Queen Victoria decided to 
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Predécesseurs, modèles et concurrents du Cardinal Fesch, proceedings of the symposyum 
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of the History of Christian Art, «The Walpole Society», LXV, 2003, pp. 161-258 and H. BRIG-
STOCKE, Lord Lindsay as a collector of Paintings, in ‘A poet in Paradise’. Lord Lindsay and Chris-
tian Art, exhibition catalogue (Edinburgh 2000), ed. A. Weston Lewis, Edinburgh 2000, pp. 
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39	 Robert Holford was a great builder and a great collector, and his love for architecture is ex-
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200 illustrations from the twelfth to the end of the nineteenth century, 2 vols, Oxford 1927; R. 
BENSON, Catalogue of pictures and other objects of art selected from the collections of Mr. Rob-
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40	 Gambier Parry’s interest in fourteenth-century paintings began to develop in the 1850s 
and the most intense period of acquisition in this field was the early 1860s; in 1966 the 
collection of this painter was bequeathed to the Courtauld Institute of London; see A Great 
Victorian, «The Burlington Magazine», CIX, 1967, pp. 111-112; A. BLUNT, The History of the 
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