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Among the Gallery’s so-called 
areas of excellence, the “Terrace 

of the Map Room” occupies a top-
ranking position, together with the 
“Tribune”, the three Corridors, the 
“Hall of the Armory”, and the “Hall 
of Niobe”, just to mention the most 
noteworthy. 

The room is located in the east 
wing of Vasari’s construction, right 
next to the “Tribune”. This was the 
original nucleus of the Medicean 
gallery that housed marvels of a col-
lection made up not only of statues, 
various antiquities, paintings, and 
works of art, but of every sort of 
object, often precious and rare, 
including those of naturalistic or 
ethnographic interest that could 
illustrate all the knowledge of the 
Universe. When at the end of the 
1570s, the construction of the Uffizi 

proceeded with the completion 
of the loggia on the top floor of 
the building under the direction 
of Alfonso di Santi Parigi, a use-
ful terrace measuring 
around one hundred 
square meters was con-
structed. It is one of the 
very few rooms of Va-
sari’s building that has 
been conserved almost 
entirely in its original 
sixteenth century guise. 
The stylistic analogies 
the terrace holds with 
the Tuscan Doric order seen in the 
columns of the Gallery’s Corridors 
and in the “Terrace of Saturn” in 
Palazzo Vecchio, also designed by 
Vasari, are easily detectable. 

The current architectural and 
decorative aspect of the room, the 

object of restoration works pro-
moted by Eike Schmidt and made 
possible primarily thanks to the 
contributions of the Friends of the 

Uffizi Galleries, dates 
from the late 1580s. The 
Grand Duke Ferdinan-
do I de’ Medici commis-
sioned the Grand Ducal 
cartographer, Don Ste-
fano Bonsignori, and 
the painter, Ludovico 
Buti, to create the now 
recently restored mu-
ral paintings with cho-

rographic representations of the 
domains of the Grand Duchy of 
Tuscany. The ceiling, also newly re-
stored, came from Palazzo Firenze 
in Campo Marzio, and was painted 
by Jacopo Zucchi for Ferdinando’s 
Roman residence when he was still 

a Cardinal. Subsequently removed 
from there, it was remounted in the 
Uffizi. Divided into nine sections 
that correspond to the same num-
ber of painted canvases, it has at 
its center the scene portraying the 
Chariot of Diana. All of the subjects 
refer to the cycles of day and night, 
to astronomy and the movement 
of the planets, themes that find 
correspondence in the Terrestrial 
Globe by Egnazio Danti, in the rep-
resentation of the heavens with the 
Armillary Sphere by Antonio San-
tucci delle Pomarance, and again 
in the astronomical instruments 
that over the course of time were 
put on display within the chamber. 

The Universe of the Medici 
The architectural and decorative restoration of the “Terrace of the Map Room”. The large chorographic maps of 

Tuscany were painted in the Cinquecento commissioned by the Grand Duke Ferdinando I
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The grand chorographic map of the “Florentine Domain” in the Room of the Geographic Maps in the Uffizi.
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of the terrace, the room was called 
the “Terrace of the Bronzes”, refer-
ring to the presence of numerous 
sculptures in the room contigu-
ous to the entrance of the terrace. 

The representation of the uni-
verse world could not do without 
the inclusion of the grand choro-
graphic maps of Tuscany, painted 
in a scale of approximately 1:30000: 
on the northern wall, the “Floren-
tine Domain”; on the West, the 
“Sienese Domain” and on the south 
the “Island of Elba”. This was not 
so much a mere celebration of the 
power of the Grand Duchy, political 
in aim, but rather an illustration or 
to scale rendering, expression of 
the entire Florentine artistic and 
scientific milieu, of the extension 
of the Grand Ducal territories. The 
painted illusion depicts the maps 
as fictive curtains hanging over fic-
tive openings on the three walls of 
the terrace, the fourth being the 
colonnaded loggia that opens onto 
the view to the east towards Santa 
Croce, San Niccolò, and the upper 
valley of the Arno.

The particular importance of 
this very uncommon decorative 
ensemble makes the results of 
the restoration the most salient 
outcome of the entire operation. 
Over time, in a sequence of varied 
interpretations and repainting, the 
maps had acquired a naturalistic 
and romantic pictorial manner. 
After restoration, they recovered 
their original more technical and 
scientific aspect, typical of choro-
graphic maps. 

The room underwent numer-
ous transformations in use and con-
tent over the centuries, dictated by 
the needs and conceptions of its 
patron collectors. This is reflected 

in the diverse designations used to 
describe the room, often quite syn-
thetically, in archival and historic 
documents. At the beginning of the 
1580s, in the first known mention 

Jacopo Zucchi, the Chariot of Diana in the center of the ceiling of the Room of the Geographic Maps.

The map of the Island of Elba and, on the left, the Port of Leghorn in inlaid “pietre dure” dating to the end of the Cinquecento.
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of restructuring was undertaken 
and the aged wooden structure 
of the roof was substituted with 
metal beams. The room was not 
used primarily for museographical 
purposes, if not for the initiative, 
at the beginning of the 1980s, to 
evoke the once present exposi-
tion of astronomical instruments 
by displaying copies of Galileo’s 
Telescope and Astrolabe from the 
Institute and Museum of the His-
tory of Science (today the Galileo 
Museum). 

The last operations, including 
the project elaboration and the re-
lated historical research, took three 
years. The actual pictorial restora-
tion carried out by the graduates of 
the School of Specialization of the 
Opificio delle Pietre Dure, includ-
ing the walls, the ceiling paintings, 
and the painted beams, lasted one 
year. The installation of the infra-
structure for the utility systems took 
more than a year. 

The room in its simplicity has 
recovered the original facies of an 
arcaded terrace. In a project pro-
posal to restore the room to a 
more sixteenth-century semblance 
(as yet unrealized), the removal 
of the wooden window casing be-
tween the columns would be sub-
stituted with a plain glass surface. 
This would evidently enhance a 
better understanding of the char-
acteristics of the ancient hall and 
the natural spaciousness of the 
scenic view. 

Antonio Godoli

Then, at the end of the Cinquecen-
to, two models were brought to the 
chamber – the Heavens with the 
Ptolemaic Sphere and the Earth 
with the Terrestrial Globe – and 
the name changed to the “Room of 
the Globes”. Towards the end of the 
Seicento, when some mathematical 
instruments – the majority used for 
measuring land – were transferred 
there from a small room located 
between the “Tribune” and the 
terrace itself, documents speak of 
the “Terrace called the Chamber 
of Mathematics”. This appellation 
remained until the 1770s when the 
entire collection of instruments was 
transferred to the new museum 
of physics and natural history in 
via Romana, in conformity with 
the principles of radical reform 
promoted by the Lorraine dynasty 
with regard to the Gallery. Amidst 
a cultural climate that fostered the 
classification of knowledge, the mu-
seum as depositary of every branch 
of knowledge saw its collections 
diminish considerably.

And thus, while these new 
groupings of cultural heritage were 
being formed, the Gallery was left 
with only its artistic collections. The 
ancient terrace became the “Room 
of the Medal Collection” until the 
last years of the Grand Duchy 
when, shortly after the middle of 
the nineteenth century, because of 
grave instability, an important in-
tervention on the structure became 
necessary. The very existence of the 
geographic maps was truly put into 
danger in the third decade of the 
century, and they risked being lost 
forever when a proposal to trans-
form the room into an exposition 
space for sculpture, with exedras 
and a coffered vaulted ceiling in 
the then current Neoclassical style, 
was put forward. Fortunately, for 

unknown reasons, the project was 
abandoned. After the unification 
of Italy, and once again as part 
of the gradual transformation of 
the Uffizi into a picture gallery, 
paintings were put on display in 
the terrace, then denominated the 
“Room of the Ancient Masters”. It 
was there that the panel painting 
with the Annunciation by Leonardo 
was placed when it arrived at the 
Uffizi in 1867. Later, towards the 
end of the century, the terrace 
took on the name of the “Room 
of the Tuscan School”. This was a 
phase of notable museographical 
transformation due to the interest 
the Ministry and the General Di-
rection of Museums cultivated for 
the National Gallery of the Uffizi. 
The paintings, previously crowded 
along the walls of the Corridors, 
were put on display in new modern 
halls furnished with large skylights, 
created by the horizontal subdivi-

sion of the grand hall that once 
housed the ancient Medici Theatre, 
located adjacent to the terrace. 

The turn of the century marks 
the only period of critical misfor-
tune for the geographic maps when 
they were covered in cloth to create 
more exposition space for paint-
ings. However, in the first decade 
of the Novecento, the studies and 
research of illustrious cartography 
historians brought on a renewal 
of interest and sufficed to revive 
admiration for the mural maps of 
the Uffizi. From this moment on, 
the room was known as the “Room 
of the Geographic Maps” and since 
then, the works on display have al-
ways been sculptures and paintings 
detached from the wall surface and 
placed at the center of the room, 
with a preference for paintings 
depicted on both sides, mounted 
on easels and other supports, such 
as the diptych with the Duke and 
Duchess of Urbino by Piero della 
Francesca. 

A few years before the Great 
War, the wall that inappropriately 
had bricked up the space between 
the columns of the loggia was re-
moved and replaced by multi-leafed 
windows, similar to those in the 
Corridors, but with lozenge-shaped 
lead-glass windowpanes that were 
multi-colored and unfortunately 
opaque, impeding the spectacu-
lar view the terrace offered. And 
so it remained until today’s inter-
vention. In the 1970s, under the 
direction of the Superintendence 
of Monuments, a radical campaign 

The Map of the “Sienese Domain”.

Project for restitution of the terrace as a loggia (rendering M. Peripimeno).
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XVI and XVII centuries that are 
thought to have arrived in Flor-
ence at the time of the Medici. 
Their distinguishing feature is 
their gilded silver encasement, 
called oklad, composed of an as-

sembly of thin sheets of metal ap-
plied with an ancient technique 
known as basma.  They can be 
traced to painters active at the 
court of the Czar in the Armoury 
Palace in the Kremlin in Moscow, 
a main center of production for 
art of this type before the transfer 
of the imperial court to the new 
capital Saint Petersburg, at the 
beginning of the XVIII century. 

The other icons are gener-
ally referable to the first half of 
the XVIII century, as the dates 
1733 and 1728 inscribed on two 
exemplars indicate. Although 
most of the icons show analogous 
inspiration from the models of 
the School of Moscow, they are 
most probably products of pro-

The new Museum of Russian 
Icons was inaugurated at the 

beginning of 2022; it is situated 
on the ground floor of Palazzo 
Pitti in rooms adjacent to the Pal-
atine Chapel, also now reopened 
to the public and enhanced by 
a new lighting system. This ex-
position has finally afforded a 
proper place for this collection 
of seventy-eight panel paintings, 
which were kept for many years in 
rather remote locations, such as 
the rooms in the Medicean villa 
of Castello or along the staircase 
leading to the first floor of the 
Galleria dell’Accademia. Beyond 
the icons, the new museum has 
the merit of opening to the pub-
lic rooms in the apartment once 

lived in by Cosimo III de’ Medici 
in his youth. They still conserve 
their original pictorial decora-
tions with fictive architecture 
opening onto garden views, ex-
ecuted by a team of artists headed 

by Jacopo Chiavistelli, on occa-
sion of the marriage of Cosimo 
with Marguerite Louise d’Orléans 
(1661). Mauro Linari, together 

with Paola Scortichini and Pietro 
Pedullà, designed the transpar-
ent cases in which the icons are 
displayed with the precise intent 
of interfering as little as possible 
with the mural decorations. 

The museum itinerary begins 
with the most ancient works in the 
collection of Russian icons, three 
exemplars dating between the 

Art and Devotion

“In te si rallegra ogni creatura” (In you all 
creatures rejoice), end of the XVI century.

Mother of God of Tichvin, 1728, signed by 
Vasilij Grjaznov.

The rooms of the new museum, on the ground floor of Palazzo Pitti.

The new Museum of 
Russian Icons in Palazzo Pitti 
opens to visitors. A collection 
principally gathered during 
the Lorraine era
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vincial workshops from central 
Russia. The presence of a wax 
seal with the crest of Francis Ste-
phen Hapsburg-Lorraine on the 
reverse side of the Menologium, 
a liturgical calendar painted on 
two panels representing all of the 
religious feast days of the year, 
leads to the conclusion that the 
majority of the icons came to Flor-
ence during the Lorraine era and, 
in particular, during the reign of 
Francis Stephen, between 1737 
and 1765. 

A traditional expression of 
the spirituality of the Christian 
Orthodox Church, icons spread 
throughout Russia at the time of 
the conversion to Christianity of 
the population of ancient Rus’, a 
territory that coincided more or 
less with today’s Ukraine, Belarus 
and western Russia. The process 
of Christianization began in the 
XI century under the impetus of 
Constantinople. With the adop-
tion of Orthodox liturgy came 
the spread in the use of Byzantine 
icons, models of reference for 
both iconography and the tech-
nique adopted, tempera painting 
on panel. With the progressive 
decline of the Byzantine Empire, 
sanctioned by the definitive pas-

sage of Constantinople to the 
Ottoman Empire in 1453, the 
Church of Moscow took on the 
role of defender of Orthodox 
Christianity. The ascent of the 
Church of Moscow also deter-
mined a pronounced increase in 
the production of icons. 

The icons within the collec-
tion of the Uffizi Gallery, small 
in size, are examples of a genre 
mainly used for private devotion, 
as travel icons or for the “beauti-
ful corner” of the house where 
the icons of Christ, the Virgin, 
and the saints, which varied ac-
cording to local and familial de-
votion, were placed on a shelf or 
table resembling an altar. 

The didactic panels in the 
new museum, written in Italian, 
English and Cyrillic, accompany 
visitors, engaging them in the 
discovery of the lesser known 
iconographic themes and the 
history of the icons that were the 
most venerated in the Russian 
Church, like the Virgin of Kazan 
that was processed through the 
streets of Saint Petersburg to 
protect the city during the Nazi 
siege.  

Daniela Parenti

Menologium (annual calendar of religious feast days), circa 1730-1750.

Saint Catherine of Alexandria (1693-1694) and Beheading of St. John the Baptist, 
beginning of the XVII century.

The Chapel of
the Grand Dukes
Part of the enlargement of Palazzo Pitti designed by Bartolomeo 

Ammannati, the room that today houses the Palatine Chapel was 
for centuries a hall of representation within an apartment lived in by 
various members of the Medici family, from don Giovanni to the future 
Cosimo III. Its current aspect is the result of renovations promoted by 
the Grand Dukes of the Hapsburg-Lorraine dynasty, Pietro Leopoldo 
I and Ferdinand III. 

In 1766, Pietro Leopoldo charged the architects Giuseppe Rug-
geri and Gaspare Paoletti with the task of transforming the hall into a 
chapel to be used by the entire court, in substitution for the numerous 
small private chapels then in existence in the various apartments of 
the Palace. Dominating the space is the grand altar in inlaid “pietre 
dure” (semi-precious stones), created in 1784-1785 by Sante Pacini, a 
professor at the Academy of Fine Arts, in collaboration with Cosimo 
Siries, director of the workshops of the Grand Duchy specializing in 
the art of the “pietre dure”.

Part of the material used for the altar was originally destined for 
the altar of the Chapel of the Princes in the Basilica of San Lorenzo. 
Above the altar is a splendid Crucifix that was bequeathed to Cosimo 
III by cardinal Flavio Chigi in 1670, carved in ivory by Lorenzo Rues, 
an artist from Alto Adige.

The wall decorations were executed by the painter from Lom-
bardy, Luigi Ademollo, between 1791 and 1793 on commission of the 
Grand Duke Ferdinand III of Lorraine. The scenes represent the En-
trance of Christ into Jerusalem and the Crucifixion, while the vaulted ceiling 
depicts the Assumption of the Virgin. The pictorial decoration extends 
to the raised balconies of the Grand Ducal family. It was completed in 
1823 by Ademollo and includes the fictive monochrome bas-reliefs of 
biblical and evangelic subject matter. The painter also decorated the 
room that precedes the entrance to the chapel, adorned with fictive 
bronze statues of colossal size representing biblical figures.         

(D.P.)
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the street. A space within the 
pilaster will also provide for 
the installation of a restroom. 
Another emergency exit will 
be opened in the section that 
runs from the Church of Santa 
Felicita to the Buoncompagni 
Ludovisi Gardens with a stair-
case that leads to the Court-

yard of the Hunt, from which 
the Boboli Gardens can be 
reached. There, an accessible 
bathroom will also be installed. 

A series of interventions 
will make the entire Corridor 
accessible, the first step being 
the creation of an aerial bypass 
that from the Uffizi Gallery 
will give access to the floor at 
the bottom of the steps in the 
third corridor of the Gallery 
(the vault of which will also be 

Following a lengthy proj-
ect development and an 

equally lengthy bureaucratic 
process implementing the ten-
der assignment, work on the 
“Restoration and Functional 
Revision of Vasari’s Corridor” 
finally began on September 1, 
2021. Intervention on Vasari’s 

Corridor became necessary 
given that the entire passage-
way uniting the Uffizi Gallery 
to Palazzo Pitti was without a 
heating and an air-condition-
ing system, both necessary for 
the better conservation of the 
works on display and a better 
use of the space. An additional, 
and not minor, motivation was 
the absence of adequate emer-
gency exits, a normal prere- 
quisite for public use. 

The systems design and im-
plementation involved a series 
of technical decisions based on 
the Corridor’s architectural 
and structural characteristics. 
In the passage over Ponte Vec-
chio and around the Mannelli 
Tower, the utility conduits have 
been placed above the wooden 

trusses that were uncovered 
when the modern plasterboard 
drop ceiling (to be replaced by 
another one in lathwork) was 
demolished. In the tract along 
Lungarno Achibusieri and the 
sector running from via de’ 
Bardi to the zone adjacent the 
exit to the Boboli Gardens, this 
same solution could not be ad-
opted due to the fact that the 
original drop ceiling was still 
in existence. Here, it was de-

cided to locate the technical 
equipment beneath the level 
of the demolished modern 
pavement, to be replaced by a 
floor in terracotta. However, 
precisely in this same area, two 
portions of Vasari’s original 
pavement came to light, forc-
ing a change in plans with re-

gard to the systems design.  Re-
garding the emergency exits, a 
purpose-built staircase will be 
constructed within the pilaster 
erected after the war on via de’ 
Bardi. The Corridor changed 
its course when the Tower of 
the Parte Guelfa, that it once 
entered, was demolished dur-
ing the destruction of the area 
by German military forces in 
August of 1944, followed by 
the subsequent widening of 

Work Underway
The restoration and functional revision of Vasari’s Corridor has been underway since September.

Traces of Vasari’s ancient pavement have come to light

View of Vasari’s Corridor on Ponte Vecchio and Lungarno Archibusieri.
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Work on the Corridor also 
calls for interventions on sur-
rounding areas necessary for 
the completion of the project. 
The most important is the ex-
refectory of Santa Felicita, 
a state-owned structure that 
opens onto the Courtyard of 
the Hunt that will be used as 
a refreshment area. 

Here, interventions include 
the restoration of the badly 
conserved fresco, the unveil-
ing of the original plaster coat-
ing, and the demolition of the 
modern tile pavement to be re-
placed by a floor in terracotta. 
Moreover, an adjacent room 
with a very beautiful Renais-
sance stone washbasin has also 
been restored. Beneath the Re-
fectory in a chamber covered 
by a concretion vault in need 
of consolidation, the central 
thermal plant that controls all 
of the utility systems will be lo-
cated. In the adjacent Court-
yard of the Hunt, the project 
plans for the installment of 
geothermic probes in support 
of the thermal plant. Precisely 
in this area, the preliminary 
archeological investigations 
brought to light some tombs 
from the adjacent Monastery 
of Santa Felicita, along with 
a section of a large wall that 
most probably is part of the 
first medieval city wall on the 
south side of the Arno River 
(Oltrarno) dating from 1173-
75. These finds necessitated a 
temporary suspension of op-
erations.

The various unexpected 
discoveries during operations, 
such as the discovery of Vasari’s 
original pavement, the archeo-
logical finds, the necessity of 
unforeseen structural interven-
tions, as well as the variations 
in the patron’s requests with 
respect to the original project 
regarding the museum layout, 
have necessitated an official 
revision. 
As can be deduced from these 
circumstances, work on Vasari’s 
Corridor is not a simple matter 
of reorganization, but entails 
interventions of notable con-
sistency designed to better the 
quality on both static and func-
tional levels. 

Mauro Linari

restored). The bypass will be 
accessible using an elevator in-
stalled in an inner courtyard, 
directly from the ground floor 
of the Uffizi. A stair lift will 
then serve to reach the tract 
along Lungarno Archibusieri 
while another exterior elevator, 
located within the Courtyard 
of the Hunt, will give access 
to the final section of Vasari’s 
Corridor that leads directly to 
the Palatine Gallery in Palazzo 
Pitti. At the end of this passage, 
another elevator set within the 
stairwell that connects the 
Palatine Gallery to the Boboli 
Gardens will give access to the 
mezzanine floor just below the 
Palatine Gallery. There, a stair 
lift will serve to climb the last 
flight of steps and enter the 
Sala della Tazza. This same el-
evator will also descend to the 
new Museum of the Carriages, 
still in the making, that will be 
located in the ancient stables 
of the Lorraine. 

Where the Corridor opens 
unto the Church of Santa Fe-
licita, a mobile platform will 
give access to a view of the in-
side of the church. Continuing 
in this survey of the removal of 
architectural barriers, another 
mobile platform will give access 
to the exit of the Corridor adja-
cent the Grotto of Buontalenti. 
Finally, an elevator, hidden 
among the trees to diminish 
its visual impact, will take visi-
tors from the square in front 
of the Grotto of Buontalenti 
to the Viale of the Dacians and 
thus into the Boboli Gardens, 
bypassing an obstacle of two 
flights of steps. 

A series of structural inter-
ventions are now underway, 
some foreseen in the project 
and others made necessary 
during the course of opera-
tions. Among the most im-
pelling is the consolidation 
of the corner of Ponte Vecchio 
and Lungarno Archibusieri, 
the structure of which was 
displaced by blasts from the 
explosions that destroyed Via 
Por Santa Maria during the 
war. The removal of the plas-
ter in this and other sections 
revealed that the post-war 
reparations were, in effect, 
insufficient. The consequent 
instability in the wall structure 

made this unforeseen need of 
consolidation obligatory. 

The project also includes 
the structural consolidation of 
the last portion of the Corridor 
that ends in the square in front 
of the Grotto of Buontalenti 
by means of a series of tie-rods 
connected to the bordering 
Garden of the Guicciardini. 
This sector is particularly deli-
cate in that the Corridor rests 
on the wall separating the two 
properties and is cantilevered 

on both sides. The insertion 
of the ends of the tie-rods on 
the Guicciardini side resulted 
in the removal of two stone 
crests-of-arms and some com-
memorative plaques. 

The entire modern pave-
ment of Vasari’s Corridor will 
be demolished to give way for 
the placement of the utility 
systems. A floor in terracotta 
will replace it. During these 
operations, it became evident 

that the ceiling built after the 
war along the tract over Ponte 
Vecchio required robust con-
solidation, which was not part 
of the original project. The 
trusses, brought back to light, 
will be anchored in the wall 
structure increasing the stabil-
ity of the building in conformi-
ty with anti-seismic standards. 
In addition, large sections of 
the plaster coating that are in-
coherent in composition will 
also be consolidated. Among 

the various “surprises” encoun-
tered during operations was 
the discovery of two ancient 
windows in the palace adjacent 
the Torre de’ Rossi. These will 
be left visible along with others 
previously found in the tower 
itself. Also to be left visible is 
the rediscovered stonewall of 
the Torre dei Mannelli that had 
been hidden within the struc-
ture of the Corridor during the 
post-war reconstruction. 

Discovery of a window on the side of the Torre de' Rossi.

Discovery of Vasari’s ancient pavement. 
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ed by twentieth-century crit-
ics and rarely present in the 
most important expositions 
dedicated to nineteenth-
century Romanticism, Bez-
zuoli has now been given the 
place he merits, thanks to this 
exhibit and to the remark-
able catalog edited by Giunti 
(practically the first mono-
graphic study on the artist). 
He died in his villa in Fiesole 
in September 1855 and was 
buried in the Basilica of San 
Miniato al Monte, where his 
funerary monument, a work 
by the sculptor Emilio Santar-
elli, represents the “Allegory 
of Painting”.

n  From the Uffizi  
to Trieste

Until June 19, the muse-
um of Castello di Miramare 
in Trieste will host an exhibit 
centered on the famous Ma-
donna of the Roses by Titian, 
on loan for the occasion from 
the Uffizi Galleries.  

As director Eike Schmidt 
remembers, it was “admiring 
the roses blooming last spring 
in the park of Miramare, that 
the idea of the loan came to 
mind. 

Titian’s work did not ar-
rive in Florence from the col-
lections of the Medici or the 
Della Rovere, but thanks to 
an exchange at the end of the 
eighteenth century with the 
Viennese collections. Today 
the visitors of Miramare can 
admire the real roses in the 
Park and Titian’s roses in the 
Museum”. 

The exposition follows a 
theme of historic and sym-
bolic value, with accounts of 
gifts and exchanges, of works’ 
pilgrimages, without neglect-
ing the botanical side of the 
story, given that seeds and 
precious plants were often 
included among diplomatic 
offerings.

n  Grandeur  
and Oblivion

Until June 5 (excepting 
extensions), the Palazzina 
della Meridiana in Palazzo 
Pitti houses the first major 
monographic exhibition ever 
dedicated to “Giuseppe Bez-
zuoli (1784-1855). A great 

protagonist of Romantic 
painting”, an exhibit already 
announced in this journal 
in April 2020, but cancelled 
because of the pandemic. 

The retrospective, cu-
rated by Ettore Spalletti, 
Elena Marconi and Vanes-
sa Gavioli, investigates the 
artist’s production from the 
beginning of his career to 
his maturity.

Among the works on dis-
play, there are those, in par-
ticular, that brought Bezzuoli 
to affirm himself as one of 
the principal and most loved 
painters of the nineteenth 
century, author of numerous 
frescoes (visible for example 
in Pitti is his cycle on the Feats 
of Julius Caesar), grand his-
tory paintings, landscapes, 
and portraits of distinguished 
members of Florentine soci-
ety. Famous, and on display 
in the exhibit, is the seduc-
tive Eve Tempted by the Serpent, 
acquired by the Modern Art 
Gallery of Palazzo Pitti in 
2018. Unexplainably neglect-

Life at the Uffizi

Giuseppe Bezzuoli, Self-portrait (1839), 
Collection of Self-portraits, Uffizi 
Galleries. 
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