
Avanzino NUCCI (Gualdo Tadino 1551 - Rome 1629) 

Aeneas and the Cumaean Sibyl
Pen and brown ink and brown wash, heightened with white and with partial framing lines in brown ink, on

blue paper.

A faint study of a standing, draped female figure in black chalk on the verso.

195 x 222 mm. (7 5/8 x 8 3/4 in.)
 

A typical and attractive example of Avanzino Nucci’s manner of drawing, the present sheet remains
unrelated to any known painting or fresco; this is not unusual, however, given the paucity of surviving

works by the artist. The sculptural drapery of the figures is also typical of Nucci’s drawn oeuvre.

This drawing bears the collector’s mark of the Milanese banker Cesare Frigerio (1890-1977[?]), a
sometime president of the Cassa di Risparmio delle Provincie Lombarde in Milan about whom

relatively little else is known. He seems to have collected mainly Italian Old Master drawings, as well as
some 19th century sheets. Although a number of Frigerio’s drawings later entered the possession of his

fellow collectors Giorgio Dalla Bella and Herbert List during his lifetime, most of the drawings were
dispersed after his death and began appearing on the art market in the late 1970s. The present sheet
was probably acquired from Frigerio by the German photographer and collector Herbert List (1903-

1975), who began collecting drawings in the late 1950s and eventually came to own some 1,100
sheets, of which around 650 were Italian.
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Artist description:



Among the less well-known exponents of the late Mannerist fresco tradition in Rome, Avanzino Nucci
was a student of Niccolò Circignani, called Il Pomarancio. He is thought to have come from the small

town of Gualdo Tadino, not far from Città di Castello, since a drawing by him in the Uffizi is signed
‘Avanzino Nucci da Gualdo’. Between 1595 and 1599 Nucci worked in Naples, where in 1596 he

painted a fresco cycle depicting the history of the Carthusian order for the monastery of San Martino. He
also worked with Belisario Corenzio at the church of the Annunziata in 1598. Upon his return to Rome,
Nucci continued to receive commissions for altarpieces and frescoes, although very little of this work

survives today. A Baptism of Constantine is in the church of San Silvestro al Quirinale, and old
guidebooks mention paintings by Nucci in several other Roman churches, including Santa Maria in

Aracoeli, Sant’Agostino, San Giuseppe dei Falegnami and San Marcello al Corso. A Virgin and Child
with Saints, signed and dated 1620, is in Serrasanquirico, near Ancona. 

Avanzino Nucci’s distinctive draughtsmanship, with a preference for pen and ink with white heightening
on blue or grey-green paper, led the scholar Philip Pouncey to assemble a group of some fifty drawings

by the artist under the provisional name of the ‘pseudo-Bernardo Castello’, reflecting their superficial
similarities with the drawings of that Genoese artist. In 1967, however, he was able to identify the artist
on the basis of a preparatory study in Berlin for a figure in the San Silvestro altarpiece of The Baptism

of Constantine.

Pouncey’s attribution of this group of drawings to the gifted but little-known Nucci was typical of his
pioneering approach towards the study of 16th century Italian draughtsmanship. Although he had

planned to publish an article on Nucci’s drawings, it was never completed. A draft of the text survives,
which begins: ‘The reconstruction of a minor figure in the field of Roman Mannerism may seem hardly

worth the effort even to those who do not take the view that this is a chapter in the history of art that may
be safely skipped. Judged by his artistic value, Avanzino Nucci (1551-1629) perhaps hardly deserves
the shortest of short notices. But in art history, as in life, nuisance value is a factor to be reckoned with
and it must be admitted that an artist like Avanzino who is not only prolific but is found competing or
collaborating with more important painters is liable to prove a stumbling block to those who are not
aware of his existence. It seems, in short, desirable that enough of his work should be published to

enable the student of the period to isolate him from his Mannerist colleagues.’


