AUF DENSPUREN DER NAZARENER

Re-readingVittoria Caldont
Friedrich Overbeckds OPortraitodé in the

by Charles Davis

One of the indubitable masterpieces of the somewhat uneven collection of

paintings displayed in the Neue Pion#kek in Munich is Johann Friedrich

Over becko6s s &itana GalgdniyDurmega récencSunday

morning visit to the museum, undertaken with the intention of looking at the
Nazarene paintings in the collection, the portrait of Vittoria Caldosicesed its

curious fascination, and, as pictures often do, it appeared increasingly puzzling
upon prolonged inspection. Only much |
conclusion to his brief commentary upon this painting in his seminal book of
1964,The Nazarenesa work instrumental in reviving a more widespread

interest in these longeglected and oftetisparagegh ai nt er s. Of Ov e
VittoriaCaldoni t he author writes: AThe front
into the picture and forces himmtentionally, to seek a meaning beyond mere
portrait r epli3dBlie Motwwlete doesnAddrevpenlarge upon

what this Omeaningdé might be, but neve
corresponds to the agendum of the present essay. ghlirbook published in

2011 by the Akademie Verlag in Berlin
schol ar 6-Gandtaa éanbtnhistoriand, 1t migl
born as Kurt Aufrichtig in Hamburg on 11 October 1920



Friedrich Overbeckyittoria Caldoni 1821. Neue Pinakothek, Minchen

Ov e r b ¥ittokadCaldoniis universally referred to as her portrait, but,
paradoxically in hisrepresentatiothe artists at pains to attribute to the young

girl from Albano whomhe portrays a social role the world of work which she,

in reality, did not perform. This role is that of a worker in the wheat figidd

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 sitsp# the field of wheat
behind her, all three images conceived, in the realm of the painting, as timeless
pictorial attributedo identifythe figure represented. Upon its arrival in Munich

in 1821, very soon after its completion, the painting was idedtfimply as the



fBaueriro . Il n most of the very numerous po
shown as a fairly fine young ladythough her father was identified by
contemporaries as poor. Among the port

absolute egeption: he depicts her as a field labourer, an alplebeian
oworking girl 6.

OverbeckVittoria Caldoni 1821. Neue Pinakothek, Minchen

In reality, the young Vittoria Caldoni was the daughter of a vineyard keeper, a
wine-maker Winzestochter), as she is shown in her portrait from 1826 by Paul
Emil Jacobs



Paul Emil Jacohs Theodor Rehbenita/ittoria Caldoni, 1860.
Vittoria Caldoni in einer Weinlauykl826. Museum Behnhayd.iibeck
Private CollectionQsterreich

Il n Overbeckds portrait every plausi bl e
suggested for a daughter of the vineyard are missing: no grapese)amo

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

S u ¢ hWireestochte® Weidprinzessen, Weinkdndgeq etc, suggests, in

addition to these, other images that might has@urredto Overbeck to portray

Vitori abs rl1l e and st aftasccowinabotlepaglass of w
of wine in hand, a wine cask, a setting inoateriaor acantina di ving at the

very least some grapes or a few grape leaves, and possibly a slightly plunging
neckline. But H of this is missing. A further consideration is that the economy

of Al bano (after 1872, OAl bano Lazi al €
production of wine and to the cultivation of vineyards, as it has been in most of

its long history. Wheat plays no irogant réle.

Mar garet Howitt, the young English | ac
daughter entrusted the writing of her
t hat prior to her &édiscoveryd Vittorie
to churcho rzurifrbeit in den Weingarten ( 11,88480). In 1850, August

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

extensively:

fiSie hatte aul3er einigen weiblichen Arbeiten nie etwas gelernt, als die Gebete in
ihrem Gebetbuch zuden, aber auch diese Uebung verloren, nachdem sie
dieselben auswendig wuf3teind denn die Hacke im Weingarten zu fihren und
die Weinranken im Juni abzupflickeR@mische Studiep. 83).



Thus t he quesWinzesiochtedvhyi td oleeafwiagat®y a f i el
instead of before a vineyard? And why beneath a fig tree, and not under a grape
arbouf? Why is she ndiVittoria, die schéne Winzerin von Alban@s August
Kestner , f Rdherixheditle ofithd mhressayfin hiRomische
Studien(Berlin 1850). Certainly artists of the time were not at a loss to find

images suitable to identify\&inzestochter. Leafing through Marianne

B e r n hReutgtlte RomantikHandzeichnungefMinchen:Rogner &

Bernhard, 1978 for instance, one sees manywpples that testify to this fact, in
drawings by artists such as Franz Horny, Friedrich Nerly, Theodor von

Rehbenitz, Johann

Friedrich Nerly, Friedrich Nerly,ltalienerin.

Méadchenunter Weinranken AiOrnella 7 Venerd?® Ottobre Caj a
Cantiduggia Mampi er i aM@éumdenbildeaden Kinsteeipzig

Kunsthalle, Bremen



nton Ramboux, andsMadheh untoWeinrankamn . Ner |
(ACantiduggia Mampieri a Ol evanoo, Br e
as does hittalienerin( " Or nel |l a 7 Venerd3 Ottobre (

It i s often mentioned i n passing that
postion among the many portraits of Vittoria Caldoni: his portrait appears

different from the others although the differences are seldom specifically

identified. In the present context, it seems significant that Vittoridddais, in
comparisorwithotherpor t r ai t-s ndf vhdual 6dedd i n O
paintingi 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 amghaticvolumetricplasticity. 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 thedleidualisation

that has taken place is the omission of her red -deeadl necklace in the painted
portrait. Vittoriads own neckl ace i s s
of her head, now belonging to the Skade Graphische Sammlunlyiincher),

asit 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, [
faults, which interrpt the form too minutely or which disturb or weaken the

I mp r e sDsarnopIn16.1811, in: Howitt, 1886, b. 1 8 2Schoériheit! d.h.

Reinheit von alle zufalligen oder aul3erwesentlichen Mangeln, die die Formen
kleinlich unterbrechen und den Eindruck stder schwachea.) .



Overbeck Vittoria Caldoni
prepaatory study of head,
Graphische Sammlung, Minchen

ltisalsoof t en emphasi z 8duerirbh ame ald vse rt bheec kl dosc ad
(Trach)) of Albano, as she does in very many other portraits ofBdrit 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,

al | executed in Overbeckob6s favoured coc
is portrayed in terms of generalised outlines and universal features. The

relatively small picturé less than a metre highshows a fulifigure in an

almost unreal closap view, although the figure is nowhere truncated by the

frame; despite her closeneske remains complete and somewhat removed. In

her entirety Vittoria appears monumental and slightly abstract, the latter quality
reflectad even in her remote, abstraaimost absent mental stétall this as if

Overbeck has declined portraying the figilne represents in a conventional

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

figure is often describedin early texts as well as in quite recent ohes

almost lifesize, this is far from true.



For the moment, lais 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 grohigh; further distant the field appears to have been
reaped, buthis may be only an illusion.

The wheat field is the place of the me
presence of an instrument of labour at her side: the sickle for harvesting grain,
represented in the foreground large and nearly within our reach. Thesatcie

( 6sacko6) ,onwhick she Halivdy sits at the same time, shiahgj 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 lowchealé step

like ledge of earth, which rises from the ground upon which her feeT rest.
position of H&agarinthe Desetbweite dinalar.k 6 s

Ludwig Grunerafter OverbeckiHagar in the Deser{18371841)

The varioussmall plants and fruits (two figs, an apple, two melons, or, just
possibly,zucchg that Overbeck has painted are conceivably meant to convey
some meaning, buitplant symbolism asideéthey areperhapssimply pictorial
accessories, beautiful to see, anes that lend colour, tonand atmosphere to
the picture.


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

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 figee is not easy to see in all its details. Here

stronglyl it photographs may help, as can a
Vittoria Caldoni now in Wuppertal, probably executed by Theodor Rehbenitz,

as well as &Nachzeichnun@py Rehbenitz from the we 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 theseamighis cleft,

still bereft of bark. Aboveat the right side of the trunk, branch habrokenoff,

leaving the raw substance of tinee exposed.

OverbeckVittoria Caldoni Miinchen Theodor Rehbenita/ittoria Caldoni, 1840.
Museum Behnhaus&.iibeck
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Vittoria Caldoni Von der HeydiMuseum Wuppertal

Rathe thanfollowing immediatelythe implications of thigircumstancglet us

turn our attention first to the concrete historical circumstances in which
Overbeckbs painting of Vittoria Caldor
to Vittoria Caldoni, to heportrait in Munich and others of her,cato her many

admirers in Rome.

To begin, let us ask about the painting in the Neue Pinakothek the questions,
owho?6, O6what ?6, oOowhere?d6, O6when?d6, Ouv
guestions will consolidatine basis of informationfaer eadi ng Over bec
picture.

WHO IS IN THE PICTURE?

As already mentioned several times, we see the fiyeanold Vittoria

Caldoni. She was born in 1805 in Albano Laziale, southeast of Rome, and, in the
1820swas unquets i o n k& nddglla fiu famosadiRoma | n 1820 Vit
was O6di scoveredd before her house door
German ambassador to the Vatican. That, at, lsashat Kestner claims,

although there are a few indications thatt®ia was not then a complete



11

unknown (cf. Koeltz2010p. 20 andig. 1 2 ) . Il n any event, h e
descr i be seind Bdhdnloeit, soasolllkosmei, wie seit

Menschengedenken hier nichts gesehemwRd{mische Studied 850, p. 81).
Margarettb wi t t, t he English biogragher of
Tochter armer Winzerleube (§. 480). Kestner counted forfpur portraits of

her that he had seen with his own eyes. As a pictorial subject, Vittoria was
especially beloved by the Nazargranters in Rome, among othersiblgesides
Overbecki Schnorr von Carolsfeld, Rehbenitz, Ellenrieder, Hasd,Zettegast.

WHAT IS THE PAINTING?

It is a painting by Johann Friedrich Overbeck (LlUbeck 1R88el1869) that at
least by 1853 was found in tiNeeue 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 qidttieits of
Vittoria Caldoni.

WHERE AND WHEN WAS T PAINTED?

The early history of the painting takes place in Rome, beginning in the Winter of
1823:1821. On the reverse side of the painting, the stretcher figeneahmer)

bears a slip of paper |WiitotiahCarddmie handwr i
[= Caldoni]von Abano. / 15. Jahre alt. / von Joh. Friedrich Oberbeck aus

Libeck / gemahlt zu Rom im Jahre 1821

HOW DID THE PAINTING COME TO BE?

Crown Prince Ludwig | of Bavaria, wHanew Overbeck as early as 1818

ordered, apparently in late 1820, on the occasi@snfbsequent 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 Oy
but the work was, in fact, expressly made ommussion for the Crown Prince,

as, among other testimonies, a letter of Carl Friedrich von Rumohr to Overbeck
(12. 09. 18 21 Wiestehkes mit dem Rilderfir demiKronprinz?

( Fr i edr iBcidie R8mobr& k Jahnribuch der Preussischen
KunstsammlungemBeiheft zu Band 64, 1943, pp. 33, 117

WHY WAS THE PAINTING MADE ?

This is a question difficult to answer completely, and | shall attempt only a
provisional answer iwhat follows(seeinfra). Whether Prince Ludwig thought
first of a painting by Overbeck, or whether a desire for a portrait of Vittoria
Caldoni came first is nantirelyclear from the contemporary testimonies that
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survive and have been identified. The portrait of Vittoria appearsh e L ud wi ¢
single direct commission to Overbeck,
Germania und Italian 1833, and later, in 1851, he acquired a drawing by the

artist (Howitt, ILbp.425) , and, i nMafiaBabd/Elisabéth with b e c k 0 s
their Children although again not directly from the artist. On the other hand, the
Prince bought aschoremAlbareseiin pVWstt ofi ah€ar
from the estateNachlaf} of the sculptor Rudolf Schadow, who had died only

shortly earlier in RomeQGold, Modellkult, 2009 p. 157; Glaser et al, 2004, vol.
1/3,pp.333-335; cf. also Doc637;1,3: Briefwechsel, Ludwig I. u. Klenz2004;

1830 inthe NeuePinakothek). In 1825, he purchased a further bust of Vittoria

from the sculptor Emil Wolf (WagneBriefe No. 364, 396, 398Deutsche

Klnstler, 1981). Ludwig alsocommissionedaingle portraits of Italian ladies,

most notably of his friend, Marianna Marchesa Florenzi (froenAtitumn of

1823: Heinrich Hess; sadgnau-Wilberg,2003 pp. 168171). A possible

conrexi on of the Cal doSchonheiemrgdlerigh823 wi t h L
1850; first mentioned in Mal821) will be examined below.

ARRIVAL IN MUNICH :

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

rapidly than Overbeck wishesthad t hen consigned to the
in Rome for shipment to Munich in November 1821. A contemporary wrote in
theKunstblatt( Nr . 18, 4. 0 Bchade,da’,uns& Kunstl€ . ) :
genothigt war, dieses Bild auf einen bestimmten Termin abauljeind er den

Handen nicht diejenige Vollendung geben konnte, welche sonst im Ganzen
Gemélde soerfreat. T h e ¢ o n tNadhrichtenaus Roonf si g@sfi hi s
r e p doh.tv. /&, w h in edity,a pseudonym used by Johann David

P as s av ames v[onp Blrankfart].; see also: Overbeck to Rumohr;

5. 01 . als8ich gendthigt war, das Bild aus den Handen zu gehen St oc k ,
33, no. 23). On 17. November 1821 the notice of receipt in Munich reads: a
fiBauerin von Albano Gdld, 2M9; Hagen, 1926p.. 19, Howitt, I, p.481, note

2,1, p.407) . |l n August 1823 a fFiaradieme f or t |
Albaneserin (Messerer, 1966). 599, Nb. 514/4). Also in 1823: Overbedk

AAlbanerird (Messerer, 1966.576, Nb. 496/6). Thus it appears thaethicture

wasi rather than as a portrait of a specific, known peisolewed as a

characteristic representative of a plapecific (Albano) or a woHspecific type.

Nowhere is the painting mentioned as a portra@/ittoria Caldong or even

dvittoriad as a distinct and wellnown cult figure (sedg5old, Modellkult 2009,

pp. 166ff.).
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OVERBECK AROUND182Q

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

Pforr, had died ten years earlier. The height olLtlleasbunds long past. With

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

Two years earlier, Overbeck hadmed, and his son, Alfonsvas born on 23

August 1819. The work on tii@asa Massimo frescoes is prodieg in a

desultoryfak i on, not | east o wi enthusibsofiorOver bec
T a s $Gerasalemme liberatavhich was proving to be ihdapted for

treatment as a religious allegqAndrews, 1964).

OVERBECK AND PORTRATURE:

Aside from seHportraits, familyportraitsa n d 6 f r-porraitsl(allh i p 6
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 formahgeron commissionnl

later years, he wakoweverwilling to undertake a portrait of Pius I1X, and
araund 1856 the Pope grantedisis for his portrait (Atkinson, 1882, p. 45).
But Pius IX0 s p avaseoripaaa Christian picture. In her extensive list of his

works,Ovebeck 6s early biographer, Mar gar et
portraits, all from Overbeckobs first vy
Barthold Georg Niebuhr, the Prussian ambassador to the Vatican, mentions

Overbeckos | es s cidliraumstancey, io alettarbol e f i nan
Overbeckds father (13.06.1818) writter
engagement to Nina Hartl . Niebuhros hec

present patron, thmeueNaabergVoeZeiezukests si mi ,
Portrats zu malen, eine Arbeit, die einen solchen Kiinstler hier sehr reichlich
bezahltwird( . . . ). 0 (I hope that Marchese Ma:
paint portraits from time to time, a task for which such an artist is very well paid

here. [Hass, 1888, pp. 17-374; Frank2001,p. 72]) Buteven Niebuhr thought

t h a t bewuhdernsivirdigen Cartone der Massimischen Maleteyemw e r e
vastly more important. It i s not <cl ear
corresponded to Nbhedblwdhs 0si hwapteison,| np ®Ow
painted to achieve financial independence and not to achieve greatness in art.
Overbeck | ooked wupon Histonenedldd ; a Anar leiwst,
1964,p. 53), and he subscribed to the traditidmararchyof genres. (8ck,

1943,p.1 4 : R uVedragwith©v er beck: drawnl..Jup by O
zwischen Herrn Friedrich Overbeck Historien Maggrgenvirtig in Rono

1819).
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In reality, Overbeck appears to have avoided portrait commissioftster years

he did not even want his works to be shown in exhibitions, as he explaiaed in
letter to GralR a ¢ z y(\Bkerkin, 1888)Over beckds credo was
his Triumph der Religion in den KiinstétB40; Stadelsches Kunstinstitut).

Overbeck,Triumph der Religion in den Kiinstdé840
Stadelsches Kunstinstifugrankfurt am Main

In the time arand 1821/22, when the Nazarene painter Julius Schnorr von
Carolsfeld was enthusiastically preparing to paint his portrait of the beautiful
fAlbaneserid f or Johann Gottl ob von Quandt,
on Overbecko6s vi @ossitconmssianrSohnanrg s uch a
approachedthis commission with his typical engagement and industrious
optimisticenthusiasm. 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
momentarilyinterruptedher work, looking out from the picture towards the

beholder, Schnorr attempted to formulate a new conception for the portrait. In
October 1822, Sctorr wrote to Quandt about a conversation he had lately had

with Overbeck about theortrait he wa painting: Overbeck had called
Schnorrdos attention to the circumstanc
i n i t sAnordneng sich hichtimit dem wahren Portrétstile vertrage.

Aln dem er mir die vorzuglichsten Portrats veggawartigte, zeigter mir, daf3
die groé3ten Meister in diesem Fach es ved®an, die portratierte Person in
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irgendeine Handlung zu zeigen. Es ist nicht, als séhe man diese Personen

zufallig, sondern als stellten sie sich dem Beschauer geflissenthigmn

Grunde ihres Wesemlaro (p. 415).Thereby Overbeck comelose to
Burckhardt 6 s Exsterzi@ld thahre tiberfrdchtendee 06
erzahlerische Momente: t he r e prrehigenésansi as afn al fin
universal and timeless moment, rattlean a picture of character.

Although Overbeck writes ihisdi ary on 11 ®3Beimptember 18
Portraitmalen soll der Endzweck sein, den Charakter der vorzustellenden

Person richtig aufzufassen und mit moglichster Treue nachzubilden; dies zu
errreichenkann auch die Bekleidung und selbst der einfachste Hintergrund
mitwirkerdo ( Ho wi t pp.173178)8ir6the pdinting in the Neue

Pinakothek, Overbeck appears studiousl
and character. Even her youth is veiledthe commission for a portrait of
Vittoria Caldoni for a royal Ger man peé

portraiture in the sense of the likeness of a specific person, characterized as an
individual, goes far beyond the escape into essentiality tfiaede
Existenzmalereilf 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 BOZ, 1818 OR HOW NINA OVERBECKIS RUTH:

Overbeckds engagement and marriage toc
parents and family in Lubeck. His parents were destined never to see his fiancée

Ni na Hartl, who became Overbeckos wife
never saw their soagain, after his departure for Italy in the Spring of 1810.

Having earlier promised his parents a portrait of Nina, byDedember 1818

Overbeck had prepared an elaborate and very finished drawing depicting the

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

Nina as tle model for the figure of Ruth.
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Friedrich OverbeckRuth in the Fields of Boa2818
Museum Behnhaus, Liibeck

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

gift, writingg upon t he di s p ateioehGesalt datinnachdr awi n
meiner Nina gezeichnet i$tEs ist Ruth auf dem Acker des Boas, die ich

eigentlich fir Nina zeichnete, die Sie als Geschenk von lhr anzusehen haben

On its arrival I erjoyed;fdiheravkote toBissem: bec k 6 s ¢

fSie ist eingetroffen, die stfie 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! ( H o p.i440} |,

Inappg vy i ng t kadlicedopmelittdide)to Bdaz, Christian Adolph
Overbeck appears to have held the Biblical description of Boaz in his memory,
or perhaps he had inspected his sonoés

AEs war auch ei rmnnédmreund, vod dem Gésehkeaht ElinMdlechs, mit
Namen Boas, der wa rRutbZ: Iy Luther Bilbk,|11546)her Mann. 0 (

A separate study of Overbeckdos wife Ni
National Gallery of Canada), was exhibited at the Frankfagarene exhibition
in 1977 (p. 257, VilaBalomidara8.Oth Nov.18D& critbed,



