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Collecting copper plates between Venice and 
Rome in the seventeenth century
Cardinal Alessandro Orsini, the Old Masters and the sciences

Adriano Amendola

Cardinal Alessandro Orsini is principally characterized by his passion for science and interest in the arts. 
New research has made it possible to reconstruct his biography and the dynamics that led to the formation 
of his art collection. Uniquely in Rome, it comprised numerous copper plates identified by the author as 
works by Albrecht Dürer, Lucas van Leyden and Hans Sebald Beham. The Cardinal was among the main 
patrons of the Stamperia Ducale at Bracciano; the author suggests that he purchased the copper plates in 
Venice from the merchant Daniel Nijs. This has made it possible to trace a hitherto unknown story involving 
the dissemination of art works, made possible by Orsini’s constant journeys between Rome, Bracciano and 
the cities of Northern Europe, which allowed him to establish relationships with the period’s most important 
thinkers, develop open-minded intellectual views and increase his own collection with a preference for 
Venetian painting.

Rosa uRsina sive sol is the title of the astronomical 
treatise by the German Jesuit Christoph Scheiner 
published by the Stamperia Ducale at Bracciano in 
1630 though, as stated at the bottom of the title page, 
printing actually began in 1626 (Fig.  1).1 The work 
was dedicated to Duke Paolo Giordano II Orsini, 
and was generously funded by his brother Cardinal 
Alessandro Orsini, known for his devotion to the 
Jesuit Order, sufficiently strong that he expressed a 
desire to leave the cardinalate to enter the Company 
of Jesus and requested that his heart be buried near 
the tomb of Cardinal Bellarmine.2 For him, the main 
attraction was the scientific research sponsored by 
the Roman College in an attempt to find a compro
mise between the new findings of the Accademia dei 
Lincei and Holy Scripture.3 Orsini openly supported 
Scheiner, who had also requested the assistance of 
Duke Paolo Savelli, a reliable point of reference for 
Germans,4 whilst at the same time interceding on 
behalf of his antagonist Galileo Galilei, with whom 
Scheiner was engaged in an open dispute; Galileo 
accused Scheiner of plagiarism and claimed prece
dence in the observation of solar phenomena.5 The 
cardinal’s explicit interest in Copernicus and his theo
ries is also attested.6 The traditional cosmological sys
tem had been called into question by the new scientific 

discoveries and the aim of the Jesuit College, set out 
in Scheiner’s text, was to preserve geocentrism unal
tered, whilst at the same time adopting new research 
methods that proceeded by way of hypotheses.7

The title of the Jesuit scientist’s treatise was prob
ably suggested by Cardinal Orsini. The heraldic rose 
of the Orsini family is in effect compared to the sun 
which, as well as being the object of the observations 
described is also one of the emblems of the Papal 
Barberini family, promoters of the new scientific and 
philosophical culture. This is a union replete with 
encomiastic significance, to the same extent as the 
celebratory insertion of a portrait of Paolo Giordano 
II into the antiporta (Fig.  2). It is suggested here 
that the latter was based on an original by Ottavio 
Leoni, probably that for which he was paid in 1625 
and which had been commissioned by Cardinal 
Alessandro who, in addition to this portrait and 
another of himself, commissioned that of his sister
inlaw Isabella Appiani, Princess of Piombino, from 
this skilled painter.8

The emblem for the title page was engraved by 
Matthäus Greuter and depicts bears in their lairs, one 
of which is intent on observing sunspots on a sheet 
of paper on to which a ray of sunlight falls through 
an opening in the cave; it is followed by a fullpage 
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engraving full of symbolic references to the Jesuits, to 
the theme of the book and to the Orsini family who 
wished to celebrate their own dynasty and their con
nections to France, of which Cardinal Alessandro was 
coprotector (Fig. 3). At the top, in the centre, beneath 
the monogram of Christ, ‘ihs’, was the portrait of 
St Bathild, wife of Clovis II, King of the Franks,9 a 
mythical woman who, it was claimed, was related to 
the Orsini family and who was of relevance to the 
subject of the book for exclusively ancestral reasons; 
the model for the portrait was probably a drawing by 
Giovanni Campagna, who in recent years had worked 
hard to give a face to the ancestors of the Orsini fam
ily.10 The complex allegory was engraved by Daniel 
Widmann, who signed the plate on page 150 present
ing, in two separate scenes, the Jesuit Scheiner intent 

on observing the sun in the open and in his study.11 
Widmann, born in Strasbourg in 1598,12 was responsi
ble for the numerous illustrations included in the book, 
as we know from the cardinal’s accounts, which regis
ter payments to the engraver for a whole year, from 16 
June 1625 to 16 June 1626.13 The copper plates were 
made by the coppersmith Cristoforo Anselmi and their 
number increased monthbymonth until the cardi
nal’s death.14 The schematic depictions of sunspots 
and the refraction of light were engraved by Widmann 
in Bracciano, where he was repeatedly sent ‘gesso da 
disegnare’ (drawing chalk) and printing ink.15 Within 
the timeframe established by the cardinal’s accounts, 
he made 224 large and small copper plates. During 
his lifetime, which came to an end in Bracciano on 22 
August 1626, Alessandro Orsini thus was able to see 

Fig. 2. Antiporta of Christoph Scheiner’s Rosa Ursina sive Sol 
(Bracciano, 1626–30) with portrait of Paolo Giordano II Orsini 
after Ottavio Leoni. Rome, Biblioteca Accademia Nazionale dei 
Lincei e Corsiniana, 142 H 9.

Fig. 1. Frontispiece of Christoph Scheiner’s Rosa Ursina sive Sol 
(Bracciano, 1626–30). Rome, Biblioteca Accademia Nazionale dei 
Lincei e Corsiniana, 142 H 9.
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the publication of Scheiner’s work and to appreciate 
the translation into print of Widmann’s plates.

Between 1621 and 1625, the cardinal was legate in 
Romagna;16 during this period, his political interests 
took him to various parts of Europe. Sent to visit the 
Emperor Ferdinand II in Prague, he travelled there 
with his Jesuit friend Niccolò Zucchi and had the 
opportunity to meet the scientist Johannes Kepler, 
with whom his protegé Scheiner was engaged in an 
open dispute. To reach the imperial court Orsini 
and Zucchi passed through numerous cities that 
had adhered to the Protestant Reformation and met 
some Jesuit fathers. As Daniello Bartoli tells us in 
his biography of Zucchi, the two learned travellers 
saw that in these areas Jesuits were represented in 
prints with the features of the devil.17 From these 
regions the cardinal brought back numerous chests 
full of objects, promptly recorded in the wardrobe 
inventory drawn up on 10 July 1623;18 among the 

marvels with which he returned to his home coun
try was an Arabian horse, a gift from the Emperor, 
the beauty of which was immortalized by Filippo 
Liagno, known as Filippo Napoletano, in an unusual 
painting on slate as shiny as glass.19 In the autumn 
of 1623, Cardinal Orsini made another short journey 
that included Trieste, whence some porters brought 
a painting back to Ravenna, where the cardinal was 
temporarily based.20 After returning to Rome in win
ter for a brief stay, in March 1624 Orsini was pre
paring for another journey to Germany; he just had 
time to have his portrait drawn by Ottavio Leoni on 
paper, now in the collection of the Masters, Fellows 
and Scholars of Downing College at the University 
of Cambridge (Fig. 4), which was kept by the artist 
as a model for the oil painting. In May he was already 
in Vienna, where he was sent 500 medallions, twelve 
‘Uffici della Passione’ and 200 lute songs as gifts for 
the court.21 Returning in December of the same year, 

Fig. 3. Plate ii of Christoph Scheiner’s Rosa Ursina sive Sol 
(Bracciano, 1626–30), by Daniel Widmann. Rome, Biblioteca 
Accademia Nazionale dei Lincei e Corsiniana, 142 H 9.

Fig. 4 Portrait of Cardinal Alessandro Orsini, by Ottavio Leoni. 
Collection of the Masters, Fellows and Scholars of Downing 
College, University of Cambridge. Reproduced by the kind 
permission of the Masters, Fellows and Scholars of Downing 
College, Cambridge. © The Fitzwilliam Museum, Cambridge.
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Orsini stopped off in Venice, the city where his father 
Virginio had lived for a long period at the end of the 
sixteenth century in memorable luxury;22 here he saw 
the famous collection of the unscrupulous Flemish 
agent and merchant Daniel Nijs.23 An inventory of the 
possessions of Cardinal Alessandro drawn up in 1633, 
six years after his death, suggests that his time with 
the merchant was for him not just a moment of intel
lectual leisure but an excellent opportunity to con
clude a major purchase. Among the items listed in the 
document, alongside paintings and the objects neces
sary for the public and private life of an aristocratic 
cardinal, we find a list of 137 engraved copper plates 
contained within a small basket.24 The ‘guardaroba’ 
Filippo Albergati describes their iconographies, some 
of which are fairly rare. We can suggest an identifica
tion for these, recognizing three groups attributable 
respectively to the Dutch artist Lucas van Leyden 
and to the Germans Albrecht Dürer and Hans Sebald 
Beham. From Vincenzo Scamozzi’s description of the 
precious ebony cabinet of Daniel Nijs, we learn that it 
contained, among other treasures, ‘woodcuts, niello 
and enamel works and burin engravings: and all the 
drawings of Albrecht Dürer and Lucas van Leyden 
and a great number made by hand by the most famous 
masters’.25 Scamozzi’s statement regarding the draw
ings by Dürer and Lucas van Leyden is anything but 
clear; the passage has been transcribed by scholars on 
several occasions and interpreted in such a way as to 
suggest that the historiographer was also referring 
to their engravings.26 However, on a more attentive 
reading the structure of Scamozzi’s sentences sug
gests a different interpretation. The ‘Drawings by 
Albrecht Dürer and Lucas van Leyden’ actually refer 
to the ‘burin engravings’, in other words the copper 
plates made after the drawings of the two masters. 
The masculine noun ‘drawings’ should be linked to 
the following sentence, to be read as follows: a ‘great 
number’ of drawings ‘made by hand by the most 
famous masters’. Having thus clarified this passage, 
it is therefore possible that Cardinal Orsini obtained 
his copper plates from Nijs, who may not have wished 
to miss out on an opportunity to make an advanta
geous sale. In any case, the subsequent descriptions 
of the merchant’s cabinet no longer seem to list the 
copper plates recorded by Scamozzi, which would 
certainly not have gone unnoticed by the expert eyes 
of the valuers with whom Nijs came into contact to 
negotiate their sale, concluded in 1638.27

We can thus identify various images that belonged 
to Nijs and, in my opinion, to Orsini. Lucas van 
Leyden, for example, is credited with the plate 
depicting a ‘Christo abbeverato’ (Christ being given 
a drink), corresponding to the composition in which 
a soldier behind Christ’s back offers him a drink 
whilst another holds a jug in his hand, dated around 
1512 (Fig.  5).28 Lucas was also responsible for that 
described as ‘Sansone e Alida’, in other words the 
print of around 1507 depicting the Jewish heroine 
Delilah intent on cutting the hair of Sampson as he 
sleeps in a landscape animated by soldiers (Fig. 6).29 
The Orsini ‘guardaroba’ Filippo Albergati also men
tions ‘Doi con una borsa’ (Two people with a purse), 
an iconography corresponding to A Fool and a Woman 
of 1520,30 where in the lower left foreground, between 
the two figures, we see a purse attached to the man’s 
belt (Fig. 7). The ‘S. Giovanni Battista’ corresponds 
to the print depicting St John the Baptist in the Desert 
of 1513 in which the figure is seated at the centre of a 
barren landscape with a lamb at his side.31

Fig. 5. Soldier giving the Saviour a Drink, by Lucas van Leyden. 
Engraving, 111 by 83 mm. New York, Metropolitan Museum, 
Harris Brisbane Dick Fund, 1933. www.metmuseum.org

http://www.metmuseum.org
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In the Orsini document, we read four entries 
whose main subjects are putti. Leaving aside the first 
generic entry ‘due putti’, we can attempt to identify 
the ‘doi putti con un cane’ (two putti with a dog), ‘doi 
putti con un passero’ (two putti with a sparrow) and 
‘doi putti con celata’ (two putti with a helmet) with 
three compositions by Lucas van Leyden. The dog is 
depicted in the sheet of 1517 with three, rather than 
two, putti, engraved within two circular spaces.32 The 
sparrow tied by one leg with a ribbon held by a putto, 
depicted nude and kneeling, appears in the print with 
Two Nude Children Supporting a Blank Shield of about 
1510 (Fig. 8).33 The ‘celata’, or helmet, is held up by 
two putti in the sheet of 1527.34 The ‘Lucretia’ can 
also be attributed to Lucas van Leyden, who in 1512 
created a plate in which the Roman heroine is shown 
nude with her hair loose as she stabs her breast with a 
sword.35 The ‘S. Domenico’ may be the plate for the 
1514 engraving in which the saint, standing with the 
book and a pole with a processional crucifix, has a dog 
behind him with the lighted torch pointed towards 

a globe.36 The ‘13 Apostoli in pezzi 13’ (13 Apostles 
in 13 pieces) described by Filippo Albergati seem 
to belong to the series executed in around 1510 and 
consisting of fourteen copperplates depicting Christ, 
St Paul and the Twelve Apostles.37 In this case, the 
Christ shown blessing with his right hand as he looks 
at the cross on the globe held in his left hand can be 
identified as that described in the register a few lines 
earlier as ‘Christo che porta la croce’ (Christ carry
ing the Cross).38 There is a copy of this series, mostly 
executed in reverse, in Vienna.39

Of uncertain identification, since the subject seems 
to have been treated by both Lucas van Leyden 
and Albrecht Dürer, is the plate described as ‘La 
Madonna con santa Anna’ (Madonna and St Anne) 
corresponding to the engraving made by the Dutch 
artist in 1516 in which the Virgin with the Child in 
her arms meets her elderly mother Anne.40 Dürer 
dedicated a plate engraved in 1500 to this subject 
although the position of the Virgin, seen from behind 
with her back partially uncovered and hair loose made 

Fig. 6. Sampson and Delilah, by Lucas van Leyden. Engraving, 
283 by 202 mm. New York, Metropolitan Museum, Harris 
Brisbane Dick Fund, 1924. www.metmuseum.org

Fig. 7. A Fool and a Woman, by Lucas van Leyden. Engraving, 
103 by 73 mm. New York, Metropolitan Museum, Rogers Fund, 
192. www.metmuseum.org

http://www.metmuseum.org
http://www.metmuseum.org
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the iconography difficult to recognize at the time. The 
same doubts are raised by the ‘S. Antonio’; the plate 
can be identified with a high degree of probability as 
the engraving executed by Lucas van Leyden in about 
1521,41 given also the presence in the list of the afore
mentioned ‘S. Domenico’. In this context, it is worth 
remembering that Dürer dedicated a sheet of 1519 to 
this saint, in which he appears seated on a lawn with 
a townscape behind him.42 The copperplate described 
as ‘S. Bartiano’ – St Sebastian – can be attributed 
either to Lucas van Leyden with his sheet of 1510,43 
or to Dürer, the author of two plates in 1501, one in 
which Sebastian is tied to a tree,44 the other in which 
he is martyred at a column.45 The same is true of the 
‘S. Christoforo’, which can be plausibly connected to 
the sheet by Lucas van Leyden of 1506,46 in which the 
saint is shown in accordance with the customary ico
nography as he carries the Christ Child across a river, 
similarly treated by Dürer in two prints of 1521.47

Ascribable with greater certainty to Dürer are the 
plates with ‘Malinconia’, a wellknown composition 
of 1514 entitled Melencolia i,48 and the ‘Villano e vil
lanetta, pezzi doi’ (peasant and peasant woman, two 
pieces), identifiable as the two engravings of 1496–7 
in which two pairs of villagers are portrayed against 
a bare background, one of which is identified as The 

Cook and his Wife49 by the presence of some pans held 
in the man’s hand (Fig. 9). Six versions of the latter are 
known; a copper plate is mentioned in the inventory 
of the possessions of the merchant Gommer Spranger 
of Amsterdam in 1637,50 proof that in the early dec
ades of the seventeenth century various plates of the 
master’s engravings were in circulation.

The plate described in the Orsini document as 
‘Moisé et Aron’ can be attributed to Hans Sebald 
Beham and corresponds to the engraving of 
1526 (Fig.  10);51 in this composition, the two Old 
Testament figures appear next to one another with 
a landscape behind them. The ‘Donna con Traiano’ 
(Woman with Trajan) corresponds to the sheet por
traying the Justice of Trajan of 1537,52 in which a 
widow with her dead son prostrates herself before 
the emperor on horseback, surrounded by soldiers 
with lances. Above, a long inscription describes the 
scene. The plates described as ‘Ramini quattro con 
Evangelisti’ (four little coppers with Evangelists) also 
correspond to the series of tiny dimensions made by 
the German artist in 1541 and depicting St Mark, St 
Matthew, St John and St Luke, all depicted fulllength 
with wings.53 Also attributable to Beham is the plate 
described as ‘Infortunio’, an unusual iconography 
corresponding to the print of around 1542 showing 

Fig. 8. Two Nude Children 
Supporting a Blank Shield, 
by Lucas van Leyden. 
Engraving, 84 by 106 mm. 
New York, Metropolitan 
Museum, Harris Brisbane 
Dick Fund, 1933. www.
metmuseum.org

http://www.metmuseum.org
http://www.metmuseum.org


Page 7 of 13

C A R D I N A L  A L E S S A N D R O  O R S I N I ,  T H E  O L D  M A S T E R S  A N D  T H E  S C I E N C E S

misfortune personified as a winged woman advancing 
beneath a rain of sulphur in an arid landscape, with 
a devil and a crayfish at her feet.54 Also in keeping 
with the work of this artist are the plates described 
as ‘Pezzi sette, Christo con gli Apostoli’ (seven pieces, 
Christ with the Apostles) perfectly corresponding to 
the series of 1520,55 consisting of seven plates depict
ing Christ blessing, alone and fulllength, and the 
twelve Apostles in pairs. Also drawn from this artist 
are the two series described as ‘Pezzi sette, sono li 
sette pianeti’ (seven pieces, the seven planets)56 and 
‘Pezzi 12, Fatiche d’Ercole’ (12 pieces, the Labours of 
Hercules),57 although the iconography, employed by 
several artists, makes them difficult to identify.

These plates are accompanied by others that are 
less easy to identify and some wood blocks, including 
nineteen ascribed to Dürer, perhaps copies of origi
nals by the artist. It is worth noting that at this period 
in Rome, Cardinal Francesco Maria Del Monte’s 

valuable art collection could boast ‘ten copper plates 
engraved by hand by Dürer with ebony frames of 
about half a hand’s breadth’,58 kept in a small room 
in his Ripetta palace. Unlike the latter, Alessandro 
Orsini did not display his copper plates as rare and 
valuable objects but kept them safe in a container, per
haps intending to exploit their potential through the 
Stamperia Ducale at Bracciano, then at the height of 
its activity.59 In any case, one set of prints was made, as 
indicated by the inventory of the possessions of Paolo 
Giordano II which mentions, alongside the eleven 
volumes with engravings by Jacques Callot, a ‘printed 
book with a leather cover and a leather pouch with all 
the works of Lucas van Leyden and some by Albrecht 
Dürer in fine prints’.60

In the diverse Roman panorama, the situation 
emerging from the papers in the Orsini archives 
seems unique, as it sees a cardinal owning engraved 
plates not made to show off his own collection; such 
plates were usually the prerogative of publishers, 
engravers and printers,61 who avidly acquired a leg
acy of images and passed them down from father 
to son.62 Alessandro Orsini did not own copper 
plates for commercial purposes, although he pos
sessed a print workshop and was interested in the 
subject,63 but for their high cultural value as unique 
works by great masters. The importance of the 
copper plates was understood by the Flemish mer
chant Nijs, who had brought them from Northern 
Europe without making large numbers of prints 
from them, a process that would certainly have 
damaged them. As Giulio Mancini maintained, the 
task of the collector was to ensure the uniqueness 
of the work of art, in part to avoid its monetary 
devaluation.64 Alessandro Orsini, who was inclined 
to artistic interests, made considered and careful 
choices, as indicated by the collection assembled 
with greater economic means after he was elected 
cardinal in 1615. He was interested in antiques, 
as indicated by a letter concerning the purchase 
and display of ancient sarcophagi sent to him by 
Michelangelo Buonarroti the Younger, his trusted 
agent in Florence.65 Thanks to his correspondence 
with the latter, we know that Orsini commissioned 
the Judith and Holofernes by Cristofano Allori, 
identified by the present author as the work now in 
the Princely Collection of the Palais Liechtenstein 
VaduzVienna.66 Today, newly discovered docu
ments allow us to specify that the painting arrived 

Fig. 9. The Cook and his Wife, by Albrecht Dürer. Engraving 108 
by 77 mm. New York, Metropolitan Museum, gift of Mrs William 
H. Osborn. www.metmuseum.org

http://www.metmuseum.org
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from Florence on 24 December 1616.67 Allori was 
among the cardinal’s favourite painters, as we know 
from the arrival in his collection of two small paint
ings on copper depicting St Mary Magdalene and 
St Francis on 1 December 1615. His faithful serv
ant Pucci recollects that the works had been in the 
house for three years and they probably formed a 
group combining the representation of nature with 
the sentiments inspired by meditation before the 
crucifix, characterizing the iconography of both 
saints. The paintings were executed in around 1612, 
when the execution of another large Magdalene for 
Francesco de’ Medici is documented;68 the Orsini 
version on copper probably replicates this com
position. The initial contacts between Orsini and 
the artist probably date to 1612, mediated by the 
Medici and by Cardinal Del Monte, who admired 
his work.69 The St Francis may also be modelled on 
the painting made for Scipione Borghese (Rome, 
Galleria Borghese), and may be identified with the 
painting on copper (40 by 30 cm) held at the Ulster 
Museum in Belfast whose provenance is unknown.70 
In 1615 numerous works entered the painting 
collection, including the portraits of Cardinal 
Borghese and Paul V; they were scattered between 
the family palace at Montegiordano and the fief of 
Bracciano, and later, from the 1620s, the residence 
on the Lungara.71 In 1625, as already mentioned, 

alongside the oil portraits commissioned from 
Ottavio Leoni, two valuable panels by Domenico 
Beccafumi donated by Monsignor Piccolomini in 
previous years arrived in Rome.

The connection with his fiefs appears fundamen
tal during the years 1625–6 when the cardinal com
missioned architectural works: on 6 March 1625 
the architect Orazio Torriani travelled to Bracciano 
with his nephew to work on the lodge and garden 
owned by the cardinal outside the town, identifi
able as the Orsini hunting lodge that still exists 
today, though its proportions have been altered,72 
in the vicinity of Vicarello on the shores of the lake. 
Torriani also oversaw the project for the collegiate 
church in Bracciano dedicated to St Stephen.73 The 
original idea for the façade designed by Torriani for 
the church can be identified in a drawing held in the 
Civico Gabinetto dei Disegni del Castello Sforzesco 
in Milan, part of the Martinelli collection (Fig. 11). 
This sheet, previously attributed tentatively to 
Giovanni Battista Montano and Francesco Maria 
Richino, presents a bust crowned with laurel above 
the portal, to be identified as the titular saint, and 
the family coat of arms on the pediment, with the 
rose and the eel over a barred (striped) halfshield.

On 30 October 1625, at the request of Alessandro 
Orsini, the famous Glory of Paradise by Tintoretto 
was moved from Ravenna to Bracciano (Fig. 12);74 to 

Fig. 10. Moses and Aaron, by 
Hans Sebald Beham. Engraving, 
76 by 112 mm. London, British 
Museum. © The Trustees of the 
British Museum.
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my mind, this is the painting brought from Trieste 
in October 1623. The newly identified document 
on the transportation allows us to identify the pur
chaser of the work and when it entered the fam
ily collections. After the cardinal’s death, the large 
painting was taken from Bracciano to Rome where it 
is listed among the possessions of Ferdinando Orsini 

in 1655–6.75 Before 1664, when the painting was 
owned by the last Duke of Bracciano, Flavio Orsini, 
the work was seen by Giovan Pietro Bellori who 
described it in his Nota delli Musei.76 Mentioned in 
Flavio’s inventory of 1698,77 Tintoretto’s Paradise 
appears among the possessions of his wife Marie
Anne de la Trémoille, ‘Princesse des Ursins’ in 
1724,78 and it may be the painting now in the 
ThyssenBornemisza collection in Madrid, having 
previously spent over a century in the Lante collec
tion.79 The painting is representative of the aspira
tions to magnificence of the Orsini family, whose 
members had broadened and diversified their cul
tural interests through diplomatic relations with the 
courts of Northern Europe. Alessandro Orsini was 
for the family a privileged intermediary, a curious 
and enthusiastic intellectual, capable of appreciat
ing cultural progress and a member of the Republic 
of Letters, which had in Rome its elected capital. 
Like many members of his generation, he was also 
interested in natural history, as indicated by the 
payment made on 27 February 1624 to the porters 
who brought to Rome the bones of the whale that 
had beached itself at Santa Severa on the Roman 
coast, not far from the Orsini estates at Bracciano 
and Palo, at the beginning of the month.80 His 
last known commission is for a sculpture from the 
important Bernini workshop. On 2 June 1626, he 
paid 25 scudi to Francesco Bernini, brother of the 
more famous Gian Lorenzo, for the execution of 
a St John, of which no trace remains in the family 
inventories; like the engraved plates, it remains to 
be rediscovered.

Fig. 12. Glory of Paradise, by Jacopo Robusti, known as Tintoretto. Oil on canvas 169.5 by 494 cm. Madrid, Museo ThyssenBornemisza. 
© Museo ThyssenBornemisza, Madrid.

Fig. 11. Project for Façade of the Church of St Stephen Martyr, 
by Orazio Torriani. Pen and ink, wash, over black chalk, 203 mm 
by 249 mm. Milano, Civico Gabinetto dei Disegni – Castello 
Sforzesco. © Municipality of Milan – all rights reserved.
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Supplementary information

Online appendices at http.jhc.oxfordjournals provide (i) 
a transcription of the Inventory of Cardinal Alessandro 
Orsini (1592–1626), compiled in 1633, and (ii) the text of 
the letter from Michaelangelo Buonarotti the Younger in 
asc, Archivio Orsini, i series, vol. 352, n. 304.
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