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One of the indubitable masterpieces of the somewhat uneven collection of 

paintings displayed in the Neue Pinakothek in Munich is Johann Friedrich 

Overbeckôs seemingly perfect Vittoria Caldoni. During a recent Sunday 

morning visit to the museum, undertaken with the intention of looking at the 

Nazarene paintings in the collection, the portrait of Vittoria Caldoni exercised its 

curious fascination, and, as pictures often do, it appeared increasingly puzzling 

upon prolonged inspection. Only much later did I come across Keith Andrewsôs 

conclusion to his brief commentary upon this painting in his seminal book of 

1964, The Nazarenes, a work instrumental in reviving a more widespread 

interest in these long-neglected and often disparaged painters. Of Overbeckôs 

Vittoria Caldoni, the author writes: ñThe frontal disposition draws the spectator 

into the picture and forces him, intentionally, to seek a meaning beyond mere 

portrait representationò (pp. 113-114). Nowhere does Andrews enlarge upon 

what this ómeaningô might be, but nevertheless his observation, if inadvertently, 

corresponds to the agendum of the present essay. Although a book published in 

2011 by the Akademie Verlag in Berlin describes Andrews as a óScottish 

scholarô and a ónon-German art historianô, it might be remembered that he was 

born as Kurt Aufrichtig in Hamburg on 11 October 1920. 
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Friedrich Overbeck, Vittoria Caldoni, 1821. Neue Pinakothek, München 

 

Overbeckôs Vittoria Caldoni is universally referred to as her portrait, but, 

paradoxically, in his representation the artist is at pains to attribute to the young 

girl from Albano whom he portrays a social rôle in the world of work which she, 

in reality, did not perform. This rôle is that of a worker in the wheat fields, and 

this circumstance is made clear first by the simple clothing that she wears, and 

then by the sickle, by the grain sack on which she sits, and by the field of wheat 

behind her, all three images conceived, in the realm of the painting, as timeless 

pictorial attributes to identify the figure represented. Upon its arrival in Munich 

in 1821, very soon after its completion, the painting was identified simply as the  
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ñBäuerinò. In most of the very numerous portraits of Vittoria Caldoni, she is 

shown as a fairly fine young lady, although her father was identified by 

contemporaries as poor. Among the portraits of Vittoria, Overbeckôs is an 

absolute exception: he depicts her as a field labourer, an almost plebeian 

óworking girlô. 

 

 

 

 

 
 

Overbeck, Vittoria Caldoni, 1821. Neue Pinakothek, München 

 

 

 

 

In reality, the young Vittoria Caldoni was the daughter of a vineyard keeper, a 

wine-maker (Winzerstochter), as she is shown in her portrait from 1826 by Paul 

Emil Jacobs. 
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Paul Emil Jacobs,                                                             Theodor Rehbenitz, Vittoria Caldoni, 1860. 

Vittoria Caldoni in einer Weinlaub, 1826.                       Museum Behnhaus, Lübeck  

Private Collection, Österreich                                

 

In Overbeckôs portrait every plausible attribute that earlier paintings might have 

suggested for a daughter of the vineyard are missing: no grapes, no wine, no 

grape vines, stalks or leaves. A simple internet image search, with search terms 

such as óWinzerstochterô, óWeinprinzessenô, or óWeinkönigenô, etc., suggests, in 

addition to these, other images that might have occurred to Overbeck to portray 

Vittoriaôs r¹le and status in world of work: a wine-fiasco or wine bottle, a glass 

of wine in hand, a wine cask, a setting in an osteria or a cantina di vino; at the 

very least some grapes or a few grape leaves, and possibly a slightly plunging 

neckline. But all of this is missing. A further consideration is that the economy 

of Albano (after 1872, óAlbano Lazialeô) is overwhelmingly tied to the 

production of wine and to the cultivation of vineyards, as it has been in most of 

its long history. Wheat plays no important rôle. 

 

Margaret Howitt, the young English lady to whom Overbeckôs adoptive 

daughter entrusted the writing of her fatherôs óauthorisedô biography, observes 

that prior to her ódiscoveryô Vittoria never left her parentsôs house except to go 

to church, or ñzur Arbeit in den Weingartenò (1886, I, p. 480). In 1850, August 

Kestner, who claims to have discovered her in 1820, had reported more 

extensively: 

 

ñSie hatte außer einigen weiblichen Arbeiten nie etwas gelernt, als die Gebete in 

ihrem Gebetbuch zu lesen, aber auch diese Uebung verloren, nachdem sie 

dieselben auswendig wußte ï und denn die Hacke im Weingarten zu führen und 

die Weinranken im Juni abzupflückenò (Römische Studien, p. 83). 
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Thus the question: why does a óWinzerstochterô sit before a field of wheat 

instead of before a vineyard? And why beneath a fig tree, and not under a grape 

arbour? Why is she not ñVittoria, die schöne Winzerin von Albanoò, as August 

Kestner, ñPh. D.ò, identified her in the title of the ninth essay in his Römische 

Studien (Berlin 1850). Certainly artists of the time were not at a loss to find 

images suitable to identify a Winzerstochter. Leafing through Marianne 

Bernhardôs Deutsche Romantik: Handzeichnungen (München: Rogner & 

Bernhard, 1973), for instance, one sees many examples that testify to this fact, in 

drawings by artists such as Franz Horny, Friedrich Nerly, Theodor von 

Rehbenitz, Johann  

 

 

 

 

 

        
 
Friedrich Nerly,                                                             Friedrich Nerly, Italienerin. 

Mädchen unter Weinranken.                                         ñOrnella 7 Venerd³ Ottobre Cajanoò 

Cantiduggia Mampieri a Olevanoò,                               Museum der bildenden Künste, Leipzig 

Kunsthalle, Bremen  

 



 6 

Anton Ramboux, and Carl Rottmann. Nerlyôs Mädchen unter Weinranken 

(ñCantiduggia Mampieri a Olevanoò, Bremen, circa 1830) belongs to this group, 

as does his Italienerin (ñOrnella 7 Venerd³ Ottobre Cajanoò). 

 

 

 

It is often mentioned in passing that Overbeckôs portrait occupies an exceptional 

position among the many portraits of Vittoria Caldoni: his portrait appears 

different from the others ï although the differences are seldom specifically 

identified. In the present context, it seems significant that Vittoria Caldoni is, in 

comparison with other portraits of her, óde-individualisedô in Overbeckôs 

painting ï the marks of specific identity are erased. Not only are the features of 

her face far more idealised than in most other portraits, but they are rendered 

with greater monumentality and with an emphatic volumetric plasticity. Thus 

Vittoria Caldoni appears at first much older than her fifteen years.  

 

 

 

 

Her, according to all reports, too slender and delicate body appears in the 

painting sturdy and earthbound. A concrete indication of the de-individualisation 

that has taken place is the omission of her red coral-bead necklace in the painted 

portrait. Vittoriaôs own necklace is still present in Overbeckôs preparatory study 

of her head, now belonging to the Staatliche Graphische Sammlung (München), 

as it is in numerous other portraits of her. Further, Overbeck seems to have 

emphasized the essential volumes of her forms so as to produce an idealization 

of his sitter. Beauty, for Overbeck, is ñpurity of all accidental or inessential 

faults, which interrupt the form too minutely or which disturb or weaken the 

impressionò (Diario, 1.10.1811, in: Howitt, 1886, I, p. 182: ñSchönheit! d.h. 

Reinheit von allen zufälligen oder außerwesentlichen Mängeln, die die Formen 

kleinlich unterbrechen und den Eindruck stören oder schwächen.ò). 
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Overbeck, Vittoria Caldoni,  

preparatory study of head, 

Graphische Sammlung, München 

 

It is also often emphasized that Overbeckôs óBäuerinô wears the local costume 

(Tracht) of Albano, as she does in very many other portraits of her. But it can 

scarcely be overlooked that the broad surfaces of the materials from which her 

clothes are fashioned are drawn, that is, painted in a flat and unspecific manner, 

all executed in Overbeckôs favoured contrasting local colours, and the costume 

is portrayed in terms of generalised outlines and universal features. The 

relatively small picture ï less than a metre high ï shows a full-figure in an 

almost unreal close-up view, although the figure is nowhere truncated by the 

frame; despite her closeness, she remains complete and somewhat removed. In 

her entirety Vittoria appears monumental and slightly abstract, the latter quality 

reflected even in her remote, abstract, almost absent mental state ï all this as if 

Overbeck has declined portraying the figure he represents in a conventional 

portrait, as if he has sought to transform her into someone else. Although the 

figure is often described ï in early texts as well as in quite recent ones ï as 

almost life-size, this is far from true. 
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For the moment, let us look for signs of a new identity, first in terms of simple 

pictorial attributes, the signs and symbols of identity. The field of wheat behind 

Vittoria functions as a classic landscape or background attribute: closest to us, 

the stalks of wheat still grow high; further distant the field appears to have been 

reaped, but this may be only an illusion. 

 

The wheat field is the place of the maidenôs work. This is confirmed by the 

presence of an instrument of labour at her side: the sickle for harvesting grain, 

represented in the foreground large and nearly within our reach. The white sacco 

(ósackô) beneath her, on which she half-way sits, at the same time, shielding it 

from pilferers, is her sack of grain, containing the fruits of her work. It should be 

noted that she, in fact, sits and supports her weight upon a low half-circle step-

like ledge of earth, which rises from the ground upon which her feet rest. The 

position of Hagar in Overbeckôs Hagar in the Desert is quite similar. 

 

 

 
 

 
Ludwig Gruner after Overbeck, Hagar in the Desert (1837-1841) 

 

The various small plants and fruits (two figs, an apple, two melons, or, just 

possibly, zucche) that Overbeck has painted are conceivably meant to convey 

some meaning, but ï plant symbolism aside ï they are perhaps simply pictorial 

accessories, beautiful to see, and ones that lend colour, tone, and atmosphere to 

the picture. 

http://www.harvardartmuseums.org/art/search?field_artist_search=Ludwig%20Gruner


 9 

 

On the other hand, the trunk of the fig tree, to the left, is quite large, and it 

occupies a notably significant portion of the picture surface. In the painting in 

the Neue Pinakothek, the fig tree is not easy to see in all its details. Here 

strongly lit photographs may help, as can also a painted reduction of Overbeckôs 

Vittoria Caldoni, now in Wuppertal, probably executed by Theodor Rehbenitz, 

as well as a Nachzeichnung by Rehbenitz from the year 1840 (Kiel, Kunsthalle). 

In all these visual testimonies one sees what appears to be an unhealthy, wasting 

tree: a large gaping fissure extends vertically from the ground far up the length 

of the trunk. The outer layer of the trunk bends around the edges of this cleft, 

still bereft of bark. Above, at the right side of the trunk, a branch has broken off, 

leaving the raw substance of the tree exposed.  

 

 

 

 

 

 

        
 

 

 

Overbeck, Vittoria Caldoni, München                Theodor Rehbenitz, Vittoria Caldoni, 1840. 

                                                                             Museum Behnhaus, Lübeck 
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                                                                             Vittoria Caldoni, Von der Heydt-Museum, Wuppertal 

 

 

Rather than following immediately the implications of this circumstance, let us 

turn our attention first to the concrete historical circumstances in which 

Overbeckôs painting of Vittoria Caldoni was made: to Overbeck and his circle, 

to Vittoria Caldoni, to her portrait in Munich and others of her, and to her many 

admirers in Rome. 

 

To begin, let us ask about the painting in the Neue Pinakothek the questions, 

ówho?ô, ówhat?ô, ówhere?ô, ówhen?ô, ówhy?ô, and óhow?ô. Brief answers to these 

questions will consolidate the basis of information for re-reading Overbeckôs 

picture. 

 

WHO IS IN THE PICTURE? 

 

As already mentioned several times, we see the fifteen-year-old Vittoria 

Caldoni. She was born in 1805 in Albano Laziale, southeast of Rome, and, in the 

1820s, was unquestionably ñla modella più famosa di Romaò. In 1820 Vittoria 

was ódiscoveredô before her house door by August Kestner, the Secretary of the 

German ambassador to the Vatican. That, at least, is what Kestner claims, 

although there are a few indications that Vittoria was not then a complete 
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unknown (cf. Koeltz, 2010,p. 20 and fig. 12). In any event, her ódiscovererô 

describes Vittoria as ñeine Schönheit, so vollkommen, wie seit 

Menschengedenken hier nichts gesehen warò (Römische Studien, 1850, p. 81). 

Margaret Howitt, the English biographer of Overbeck, describes her as ñdie 

Tochter armer Winzerleuteò (I, p. 480). Kestner counted forty-four portraits of 

her that he had seen with his own eyes. As a pictorial subject, Vittoria was 

especially beloved by the Nazarene painters in Rome, among others by ï besides 

Overbeck ï Schnorr von Carolsfeld, Rehbenitz, Ellenrieder, Hess, and Settegast. 

 

WHAT IS THE PAINTING? 

 

It is a painting by Johann Friedrich Overbeck (Lübeck 1789-Rome1869) that at 

least by 1853 was found in the Neue Pinakothek, and which is still exhibited 

there today. Oil on canvas, somewhat less than a metre high (89,5 : 65,8 cm). 

The painting in the Neue Pinakothek is by far the best known of the portraits of 

Vittoria Caldoni. 

 

WHERE AND WHEN WAS IT PAINTED? 

 

The early history of the painting takes place in Rome, beginning in the Winter of 

1820-1821. On the reverse side of the painting, the stretcher frame (Keilrahmen) 

bears a slip of paper with the handwritten inscription: ñVittoria Cardoni  

[= Caldoni] von Albano. / 15. Jahre alt. / von Joh. Friedrich Oberbeck aus 

Lübeck / gemahlt zu Rom im Jahre 1821ò. 

 

HOW DID THE PAINTING COME TO BE? 

 

Crown Prince Ludwig I of Bavaria, who knew Overbeck as early as 1818, 

ordered, apparently in late 1820, on the occasion of a subsequent Roman 

sojourn, an oil painting by Overbeck of the already celebrated beauty, Vittoria 

Caldoni. Contemporary reports about the commission are sparse. It is sometimes 

suggested that Ludwig merely bought Overbeckôs painting after it was finished, 

but the work was, in fact, expressly made on commission for the Crown Prince, 

as, among other testimonies, a letter of Carl Friedrich von Rumohr to Overbeck 

(12.09.1821) makes clear: ñWie steht es mit dem Bilde für den Kronprinz?ò 

(Friedrich Stock, ñBriefe Rumohrsò, in: Jahrbuch der Preussischen 

Kunstsammlungen, Beiheft zu Band 64, 1943, pp. 33, 117). 

 

WHY WAS THE PAINTING MADE? 

 

This is a question difficult to answer completely, and I shall attempt only a 

provisional answer in what follows (see infra). Whether Prince Ludwig thought 

first of a painting by Overbeck, or whether a desire for a portrait of Vittoria 

Caldoni came first is not entirely clear from the contemporary testimonies that 
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survive and have been identified. The portrait of Vittoria appears to be Ludwigôs 

single direct commission to Overbeck, although he did buy Overbeckôs 

Germania und Italia in 1833, and later, in 1851, he acquired a drawing by the 

artist (Howitt, II, p. 425), and, in 1857, Overbeckôs Maria and Elisabeth with 

their Children, although again not directly from the artist. On the other hand, the 

Prince bought a portrait bust of the ñschönen Albaneserinñ (Vittoria Caldoni) 

from the estate (Nachlaß) of the sculptor Rudolf Schadow, who had died only 

shortly earlier in Rome (Gold, Modellkult, 2009, p. 157; Glaser, et al., 2004, vol. 

1/3,pp. 333-335; cf. also Doc. 637; 1,3: Briefwechsel, Ludwig I. u. Klenze, 2004; 

1830 in the Neue Pinakothek). In 1825, he purchased a further bust of Vittoria 

from the sculptor Emil Wolf (Wagner, Briefe No. 364, 396, 398; Deutsche 

Künstler, 1981). Ludwig also commissioned single portraits of Italian ladies, 

most notably of his friend, Marianna Marchesa Florenzi (from the Autumn of 

1823: Heinrich Hess; see Vignau-Wilberg, 2003, pp. 168-171). A possible 

connexion of the Caldoni portrait with Ludwigôs Schönheitengalerie (1823-

1850; first mentioned in May 1821) will be examined below. 

 

 

 

ARRIVAL IN MUNICH :  

 

Under pressure from the North, the painting was apparently completed more 

rapidly than Overbeck wished and then consigned to the Crown Princeôs agent 

in Rome for shipment to Munich in November 1821. A contemporary wrote in 

the Kunstblatt (Nr. 18, 4.03.1822, S. 70 f. ): ĂSchade, daß unser Künstler 

genöthigt war, dieses Bild auf einen bestimmten Termin abzuliefern, und er den 

Händen nicht diejenige Vollendung geben konnte, welche sonst im Ganzen 

Gemälde so erfreutò. The contributor of the ñNachrichten aus Romò signs his 

report ñJoh. v. F.ò, which is, in reality, a pseudonym used by Johann David 

Passavant (óJohannes v[on]. F[rankfurt].; see also: Overbeck to Rumohr; 

5.01.1822: ñals ich genöthigt war, das Bild aus den Händen zu gebenò; Stock, p. 

33, no. 23). On 17. November 1821 the notice of receipt in Munich reads: a 

ñBäuerin von Albanoò (Gold, 2009; Hagen, 1926, p.. 19; Howitt, I, p. 481, note 

2; II, p. 407). In August 1823 a frame for the painting was made: ñFür die 

Albaneserinò (Messerer, 1966, p. 599, No. 514/4). Also in 1823: Overbeckôs 

ñAlbanerinò (Messerer, 1966, p. 576, No. 496/6). Thus it appears that the picture 

was ï rather than as a portrait of a specific, known person ï viewed as a 

characteristic representative of a place-specific (Albano) or a work-specific type. 

Nowhere is the painting mentioned as a portrait of óVittoria Caldoniô, or even 

óVittoriaô, as a distinct and well-known cult figure (see: Gold, Modellkult, 2009, 

pp. 166 ff.). 
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OVERBECK AROUND 1820: 

 

In 1820 Overbeck had been in Rome for a decade. His closest friend, Franz 

Pforr, had died ten years earlier. The height of the Lukasbund is long past. With 

the Casa Bartholdy frescoes the first public artistic success has been attained.  

Two years earlier, Overbeck had married, and his son, Alfons, was born on 23 

August 1819. The work on the Casa Massimo frescoes is proceeding in a 

desultory fashion, not least owing to Overbeckôs dwindling enthusiasm for 

Tassoôs Gerusalemme liberata, which was proving to be ill-adapted for 

treatment as a religious allegory (Andrews, 1964). 

 

 

 

OVERBECK AND PORTRAITURE: 

 

Aside from self-portraits, family-portraits, and ófriendshipô-portraits (all 

personal concerns of the artist), Overbeck was seldom active as a portraitist. 

Although his drawings show Overbeck to have been gifted in capturing 

likenesses, he appears to have painted no formal portraits on commission. In 

later years, he was, however, willing to undertake a portrait of Pius IX, and 

around 1856 the Pope granted sittings for his portrait (Atkinson, 1882, p. 45). 

But Pius IXôs portrait was eo ipso a Christian picture. In her extensive list of his 

works, Overbeckôs early biographer, Margaret Howitt, mentions only four 

portraits, all from Overbeckôs first years in Rome. It was in these early years that 

Barthold Georg Niebuhr, the Prussian ambassador to the Vatican, mentions 

Overbeckôs less than favourable financial circumstances, in a letter to 

Overbeckôs father (13.06.1818) written to recommend the young painterôs 

engagement to Nina Hartl. Niebuhrôs hope is that Overbeck will persuade his 

present patron, the Marchese Massimi, ñihm zu erlauben, von Zeit zu Zeit 

Porträts zu malen, eine Arbeit, die einen solchen Künstler hier sehr reichlich 

bezahlt wird (...).ò (I hope that Marchese Masimi can be induced to allow him to 

paint portraits from time to time, a task for which such an artist is very well paid 

here. [Hasse, 1888, pp. 173-174; Frank, 2001, p. 72]). But even Niebuhr thought 

that the ñbewundernswürdigen Cartone der Massimischen Malereyenò were 

vastly more important. It is not clear that Overbeckôs wishes in this matter 

corresponded to Niebuhrôs hopes. In Overbeckôs situation, portraits were to be 

painted to achieve financial independence and not to achieve greatness in art. 

Overbeck looked upon himself as a history painter (óHistorienmalerô; Andrews, 

1964, p. 53), and he subscribed to the traditional hierarchy of genres. (Stock, 

1943, p. 14: Rumohrôs Vertrag with Overbeck: drawn up by Overbeck: ñ[...] 

zwischen Herrn Friedrich Overbeck Historien Maler gegenwärtig in Romò, 

1819). 



 14 

 

In reality, Overbeck appears to have avoided portrait commissions. In later years 

he did not even want his works to be shown in exhibitions, as he explained in a  

letter to Graf RaczyŒski (Valentin, 1888). Overbeckôs credo was expressed in 

his Triumph der Religion in den Künsten (1840; Städelsches Kunstinstitut). 

 

 

 
 

Overbeck, Triumph der Religion in den Künsten,1840 

Städelsches Kunstinstitut, Frankfurt am Main 

 

 

 

In the time around 1821/22, when the Nazarene painter Julius Schnorr von 

Carolsfeld was enthusiastically preparing to paint his portrait of the beautiful 

ñAlbaneserinò for Johann Gottlob von Quandt, Schnorrôs letters cast a new light 

on Overbeckôs views concerning such a portrait commission. Schnorr 

approached his commission with his typical engagement and industrious, 

optimistic enthusiasm. After a first attempt to paint his portrait of Vittoria 

Caldoni, one in which the girl was shown with a spindle in her hands and had 

momentarily interrupted her work, looking out from the picture towards the 

beholder, Schnorr attempted to formulate a new conception for the portrait. In 

October 1822, Schnorr wrote to Quandt about a conversation he had lately had 

with Overbeck about the portrait he was painting: Overbeck had called 

Schnorrôs attention to the circumstance that Schnorrôs first idea for the portrait, 

in its overall ñAnordnung sich nicht mit dem wahren Porträtstile vertrage.ò 

 

 

ñIn dem er mir die vorzüglichsten Porträts vergegenwärtigte, zeigte er mir, daß 

die größten Meister in diesem Fach es vermieden, die porträtierte Person in  
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irgendeiner Handlung zu zeigen. Es ist nicht, als sähe man diese Personen 

zufällig, sondern als stellten sie sich dem Beschauer geflissentlich in dem 

Grunde ihres Wesens darò (p. 415). Thereby Overbeck comes close to 

Burckhardtôs conception of the óExistenzbildô ï ñohne überfrachtende 

erzählerische Momenteò: the representation of a ñruhigen Daseinsò as an almost 

universal and timeless moment, rather than a picture of character. 

 

 

Although Overbeck writes in his diary on 11 September 1811, ñBeim 

Portraitmalen soll der Endzweck sein, den Charakter der vorzustellenden 

Person richtig aufzufassen und mit möglichster Treue nachzubilden; dies zu 

errreichen kann auch die Bekleidung und selbst der einfachste Hintergrund 

mitwirkenò (Howitt, 1886, I, pp. 173-174), in the painting in the Neue 

Pinakothek, Overbeck appears studiously to avoid portraying the girlôs nature 

and character. Even her youth is veiled. In the commission for a portrait of 

Vittoria Caldoni for a royal German patron, Overbeckôs evasion of classical 

portraiture in the sense of the likeness of a specific person, characterized as an 

individual, goes far beyond the escape into essentiality that defines 

Existenzmalerei. If perhaps in her picture Vittoria Caldoni remains a model, she 

is a model who at the same time seems to become someone else, in an image 

that proposes a shift, or shifts in genre. 

 

 

 

 

 

 

RUTH AND BOAZ, 1818, OR HOW NINA OVERBECK IS RUTH: 

 

 

 

Overbeckôs engagement and marriage took place in Rome, distant from his 

parents and family in Lübeck. His parents were destined never to see his fiancée 

Nina Hartl, who became Overbeckôs wife in October of 1818, and, indeed, they 

never saw their son again, after his departure for Italy in the Spring of 1810. 

Having earlier promised his parents a portrait of Nina, by mid-December 1818  

Overbeck had prepared an elaborate and very finished drawing depicting the 

story of Ruth and Boaz, associating the theme with his own marriage and taking 

Nina as the model for the figure of Ruth. 
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Friedrich Overbeck, Ruth in the Fields of Boaz, 1818 

Museum Behnhaus, Lübeck 

 

To introduce his wife to his parents, Overbeck sent this drawing to Lübeck as a 

gift, writing upon the dispatch of the drawing that ñeine Gestalt darin nach 

meiner Nina gezeichnet ist. ï Es ist Ruth auf dem Acker des Boas, die ich 

eigentlich für Nina zeichnete, die Sie als Geschenk von Ihr anzusehen haben.ò 

On its arrival in L¿beck, Overbeckôs overjoyed father wrote to his son: 

 

ñSie ist eingetroffen, die süße Nina=Ruth, samt Boas dem weidlichen Manne! O 

wie haben wir geschweigt, wie haben Freunde und Bekannte geschaut, 

bewundert! Wie sind wir selig in diesem Besitz!ò (Howitt, I, p. 440). 

 

 

In applying the epithet óweidlichô (well-to-do) to Boaz, Christian Adolph 

Overbeck appears to have held the Biblical description of Boaz in his memory, 

or perhaps he had inspected his sonôs drawing in light of the Book of Ruth. 

ñEs war auch ein Mann, der Naemi Mannes Freund, von dem Geschlecht Elimelechs, mit 

Namen Boas, der war ein weidlicher Mann.ò (Ruth 2: 1; Luther Bible, 1545). 

A separate study of Overbeckôs wife Nina as Ruth, made at this time (now 

National Gallery of Canada), was exhibited at the Frankfurt Nazarene exhibition 

in 1977 (p. 257, No. E 50). Inscribed, ñVilla Palombara d. 9th Nov. 1818ò, it  


