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domenico Morone’s  
Man of Sorrows and Madonna of Humility 

columbia’s “cloth of humility”*
 

william l. barcham

in 1961, the Samuel h. Kress collection gave the Museum of Art and 
Archaeology of the university of Missouri a rather unassuming but altogether 
rare painting on cloth previously known as the Noseda Madonna after its former 
italian owner, Aldo noseda of Milan (fig. 1 and back cover).1 in the top one-
third of the work, the dead christ appears miraculously erect in his tomb, his 
eyes partially, and inexplicably, open. Behind him stands his cross, a dark green 
curtain unfurls across the rear, and the blue sky surrounds the ensemble. The 
bottom two-thirds of the painting shows the Virgin Mary holding the christ 
child in her arms before a splendidly brocaded red hanging; she sits on a 
thick and richly embroidered cushion festooned with tassels and placed on the 
ground. A mountainous but verdant landscape with trees enfolds Mother and 
child, and little sprigs of grass sprout in the countryside to suggest springtime 
rebirth. The contrast between this brightly colored scene of earthly regeneration 
and the image of death above is all too obvious. A grey border separating the 
two compartments is inscribed regina celi, identifying Mary as Queen of 
heaven; three little decorative leaves ornament the writing at the center and on 
either side. When removed from its frame, the cloth reveals another inscription, 
this one written above christ on a top horizontal border different in color from 
the one below: ihsus xps, or Jesus in latin and christus in greek.

Measuring only slightly more than a foot in height (13.3 in. or 33.8 cm) and 
just over half that dimension in width (8.7 in. or 22.1 cm), the cloth is small, 
fragile, and one might add, unpretentious. yet its delicate beauty is undeniable, 
and because the authorship, meaning, and purpose of the painting are not 
immediately apparent, the work deserves our attention. its attribution once 
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Fig. 1.  domenico Morone (italian, ca.1442–after 1517). Madonna and Child and 
the Man of Sorrows, ca.1500, tempera on linen. Museum of Art and Archaeology, 
university of Missouri (61.75), Samuel h. Kress collection, K461. Photo: Jeffrey 
Wilcox.
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shifted between two artists active in Verona at the beginning of the sixteenth 
century, a hundred years after the city had been absorbed into the Venetian 
state.2 The two are domenico Morone (ca. 1442–after 1517) and girolamo dai 
libri (1474–1555). We know that whoever painted the ex-Noseda Madonna 
produced in addition a trio of panels in the Museo civico of Vicenza narrating 
episodes from the life of San Biagio, or Saint Blaise, because many similar 

Fig. 2.  domenico Morone (italian, ca.1442–after 1517). Torture of San Biagio, tempera on 
panel. Vicenza, Musei civici, Pinacoteca, inv. A162. 

Fig. 3.  domenico Morone (italian, ca.1442–after 1517). San Biagio Curing Sick Animals, 
tempera on panel. Vicenza, Musei civici, Pinacoteca, inv. A 162.
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stylistic elements link the works.3 for instance, the faces and clothing of the 
female onlookers in the Torture of San Biagio are comparable to Mary’s face 
and drapery, and the landscape of the panel with Biagio curing sick animals is 
analogous to hers (figs. 2, 3). Still closer parallels exist between the columbia 
painting and Two Beatified Franciscans, also in the Vicentine museum; 
physiognomy, drapery, and landscape again unify the paintings (fig. 4). This 
time, moreover, the tree to the right of the Virgin correlates with a similar tree 
standing between the franciscan brothers.4

Fig. 4.  domenico Morone (italian, ca.1442–after 1517). Two Beatified Franciscans, 
tempera on panel. Vicenza, Musei civici, Pinacoteca, inv. A 41. 
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Because scholarly disagreement arose over whether Morone was or was 
not responsible for the important cycle of frescoes in the libreria Sagramoso, 
or Sagromoso library, attached to the local franciscan monastery of San 
Bernardino, his artistic profile was clouded for a time.5 yet specialized modern 
studies argue convincingly that he should be credited with the Vicenza panels 
and with the Sagromoso frescoes, too. in 1974, hans-Joachim Eberhardt formed 
a coherent series of paintings comprising the wall paintings in the libreria 
Sagromoso and the columbia cloth; nearly twenty years later, debora tosato 
also ascribed the Sagromoso figures to Morone, giving him the Vicentine panels 
as well.6 in his doctoral dissertation of 2001 on Morone and the Sagromoso 
library, gene Peter Veronesi argued convincingly that our artist was in charge 
of the library frescoes, and he lists the columbia cloth among Morone’s 
accomplishments.7 Still more recently, while writing in the recent catalogue 
of late medieval and renaissance paintings in the Museo del castelvecchio 
(Verona), Sergio Marinelli made a strong case for Morone’s responsibility for the 
entire group; furthermore, his entry on the painter’s signed and dated frescoes 
from Paladon in the Valpolicella (outside Verona) (1502; now detached and 
in the city museum) shows a photograph of San rocco from the cycle whose 
facial features are similar to those of the dead christ on the columbia work, 
although the expression is far different (fig. 5). finally, Alessandra Zamperini 
has explained with both logic and clarity how Morone’s art changed over time, 
so that what appears with hindsight as two disconnected styles was instead two 
phases of an ongoing artistic maturity.8 There can be no doubt that domenico 
Morone painted the columbia cloth sometime around 1500 or in the first years 
of the new century.

By then, Morone was Verona’s leading painter and had fulfilled numerous 
church requests, among them very important commissions in the observant 
franciscan church of San Bernardino, a subject we will return to towards the 
end of this article.9 he had trained in a late gothic style but subsequently 
absorbed the innovations of Andrea Mantegna (ca. 1431–1506) who worked in 
Padua until moving to Mantua in 1460 to become court artist to the gonzaga 
rulers.10 By the seventh decade of the century, Mantegna had transformed 
north italian art, introducing ground-breaking ideas not only in the frescoes 
of the ovetari chapel in the church of the Eremitani, Padua (ca. 1454–1457; 
destroyed during W.W. ii), but also on the San Zeno Altarpiece (1456–1459) 
for the high altar of the church of that name in Verona, Morone’s own city. 
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Fig. 5.  domenico Morone (italian, ca.1442–after 1517). 
Saint Roch (detail), 1502, detached fresco. Verona, Museo 
di castelvecchio, inv. 675-1B2070. By permission of the 
direzione Musei d’Arte e Monumenti, Verona. Photo: 
Mattero Vajenti.
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convincing renaissance perspective, extensive natural landscapes, and 
dramatically believable figures fill his self-contained and coherently believable 
world. he enriched these authentic spaces with tiny but exquisitely painted 
details of observed reality, incorporating the minutiae familiar from manuscript 
illuminations into the panoramic views of large-scale painting while injecting 
the exaltation and fervor necessary to religious and history painting.  

Morone never attained Mantegna’s heights, but his credible pictorial world 
is inconceivable without the latter’s leadership. The two painters also likely 
knew each other; Veronesi proposed that they met at least twice.11 Surely once, 
for in 1494 Morone painted, signed, and dated the Expulsion of the Bonacolsi 
in 1328, an impressive commission awarded him by the local Mantuan ruler, 
francesco gonzaga, for a site no longer known today.12 The topographical 
accuracy of the Mantuan painting argues for Morone’s presence in the city, 
and Mantegna’s position at court can leave little doubt that the two spent time 
together. one may assume that Mantegna played a role in gonzaga’s invitation 
to Morone, whose interpretation follows gentile Bellini’s narrative mode in his 
large-scale canvases for Venetian scuole, or charitable lay institutions, rather 
than approximating Mantegna’s own art. nonetheless, the columbia painting 
demonstrates the great Paduan master’s guidance in several ways—in the grassy 
and mountainous landscape, Mary’s credible position, the incisive modeling of 
the dead christ, and the classicizing roman sarcophagus from which he appears 
to rise.

Morone’s modest painting in columbia portrays Jesus simultaneously as the 
dead savior and as the baby tendering what appears to be the holy eucharist, that 
is, the consecrated wafer, to Mary who turns to it.13 together, wafer and wine—
consecrated during Mass—transform into christ’s body and blood and comprise 
what is termed the holy species partaken during the rite of communion, which 
christ himself instituted during the last Supper. Thus in a small and tightly 
knit composition Morone presents the essential beliefs of christianity: above, 
the suffering and crucified Jesus reigning eternally in heaven, and below, the 
sacrament of eucharist attesting to his resurrection and promising the faithful 
their own. yet despite this double christian victory over death and time—a 
triumph Morone emphasized with ornately embroidered royal hangings—his 
protagonists are humble figures, the dead Jesus pitifully reduced by torment and 
Mary demoted to a lowly position on the ground. in other words, he portrayed 
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christ and his mother as two archetypal images developed during the late 
Middle Ages—the Man of Sorrows and the Madonna of humility. 

The Man of Sorrows originated in Byzantine art before ca. 1200 and diffused 
within a century into Western Europe where it was especially privileged in the 
religious imagery of northeast italy.14 oftentimes called the Imago pietatis (or 
the image of Pity), the subject typically represents the half- or three-quarter-
length figure of the dead christ as vertical and frontal.15 The Man of Sorrows 
is not part of the crucifixion narrative nor does he recount the resurrection, 
although the image implies both stories and thereby transcends incident and 
time. in addition, because of its close-up format, the figure perfectly suited 
small-scale paintings and sculptures, manuscript illuminations, liturgical 
objects, and portable devotional images, and its metaphorical allusions endowed 
such works of art with singular connotations of the metaphysical and divine far 
surpassing the specific language of biblical accounts. 

italian art often represented the Man of Sorrows as peacefully asleep, even if 
dead and upright in position, and the paradigmatic example of the type was one 
of the earliest: Paolo Veneziano’s figure on the Pala feriale, or daily altarpiece, 
of 1345–1348, that formerly adorned the high altar of San Marco, Venice.16 
Morone, however, emphasized the pain and misery of the Man of Sorrows 
on the columbia cloth through facial expression and by representing several 
instruments of the Passion, that is, objects related to wounds and injuries that 
christ endured during flagellation and crucifixion. here they include two 
scourges, or whips, the pair of nails that pierced his hands on the cross, together 
with the spear that pierced his chest, and the sponge that quenched his thirst 
with vinegar.17 degrading the christian savior, these implements of torture 
fill the devotee with horror, but they also elicit sorrow, pity, and empathy. 
importantly, they recall the Passion story without actually telling it. That is, 
they are clues to the gospels yet respect the traditional non-historical character 
of the Man of Sorrows. during the renaissance, the churches of Verona filled 
with images of the Man of Sorrows accompanied by instruments of the Passion. 
two remarkable up-to-date examples are, first, a relief sculpture in the church 
of San lorenzo and, second, an early sixteenth-century painting that includes 
Mary and St. John and that once belonged to the monastery of San giovanni 
della Beverara (figs. 6, 7).18 in comparison with these nearly contemporary 
works, the top part of Morone’s cloth is simplicity itself, severe in its few Passion 
objects, subdued in coloring, and poignant in christ’s solitude.19 further 
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Fig. 6.  Anonymous (italian). Man of Sorrows with Symbols of the Passion, carved wood and 
painted panel. Verona, church of San lorenzo. 
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Fig. 7.  Anonymous (italian). Man of Sorrows with Mary and St. John and Symbols of the 
Passion, tempera on canvas. Verona, Museo di castelvecchio, inv. 125-1B0301. By permission 
of the direzione Musei d’Arte e Monumenti, Verona. Photo: umberto tomba.
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differentiating it from the sculpture and painting just mentioned, Morone 
paradoxically elevated to regal status both christ’s suffering and Mary’s humility 
by setting them against majestic draperies recalling cloths of honor, luxury 
fabrics traditionally set behind monarchs and sovereign rulers.20

The intimacy, simplicity, and stillness intrinsic to the columbia painting 
produced an image likely meant for quiet reflection and meditation. not 
just contemplation on christian salvation, however, for although the work is 
apparently uncomplicated to the eye, the meanings of its two main figures have 
been intensified or deepened. By positioning the Man of Sorrows before an 
embroidered curtain, Morone generated a dual significance for the dead christ: 
he is tortured yet stately. Though the inscription identifies Mary as Queen 
of heaven, corroborated by the brocaded drapery behind her, he placed her 
tasseled cushion on the ground to designate the Madonna of humility, whose 
iconography originated ca. 1350.21 increasingly popular in Verona over the next 
one hundred years, this figure saw its most spectacular, local early example in 
the Madonna of the Rose Garden by Stefano di giovanni (ca.1375–after 1438), 
perhaps born in france but active in Verona and commonly known today 
as Stefano da Verona (fig. 8).22 depicting a garden rich with flowers, birds, 
and angels, and containing a symbolic fountain of life, all enclosed within 
an intricately shaped trellis/arbor overflowing with climbing roses, Stefano’s 
panel shows Mary with the christ child on her lap and sitting, like Morone’s 
later figure, on a tasseled cushion on the ground.23 A long succession of such 
“grounded Marys” followed this painting in Verona, though none is as lavish 
as Stefano’s and many date ca. 1440–1460.24 Morone likely familiarized himself 
too with a thoroughly modern Madonna of humility in Mantua when he surely 
saw Mantegna’s engraving of the subject of ca. 1485–1490 (fig. 9), whose impact 
on his own interpretation is apparent in the strong modeling of Mary’s knees 
and her heavily rendered draperies.25 overall, the Madonna of humility and 
the Man of Sorrows with the instruments of the Passion were popular subjects 
that Morone knew in multiple versions by the time he painted the columbia 
cloth. That he combined the two in one work of art is unusual but not entirely 
unknown,26 and in choosing to debase the sacred figures while at the same 
time exalting each with a royal hanging, he stressed meekness and humility as 
the very virtues his work of art acclaims and which the devout must esteem 
and love. in doing so, he integrated the image thematically although he split it 
horizontally.
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Fig. 8.  Stefano di giovanni (Stefano da Verona, french or lombard, ca. 1375–after 1438). 
Madonna and child with St. catherine of Alexandria (Madonna of the Rose Garden), 
tempera on panel transferred to canvas. Verona, Museo di castelvecchio, inv. 173-1B0359. By 
permission of the direzione Musei d’Arte e Monumenti, Verona. Photo: umberto tomba. 
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Fig. 9.  Andrea Mantegna (italian, 1430/31–1506). Madonna and Child, ca. 1480–1485, 
engraving. new york, The Metropolitan Museum of Art, The Elisha Whittelsey collection, 
The Elisha Whittelsey fund, 1952, Acc. 52.535. image copyright © The Metropolitan Museum 
of Art. image source: Art resource, ny.
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if the theme of the painting is communicated effectively despite compositional 
division, the two cloths of honor are in great part the very reason. The validity 
of this statement can be tested by comparing the painting against a bilateral 
panel in Assisi, another work by Morone with the same three figures—the 
Man of Sorrows and the Madonna and child—this time depicted, however, on 
either side of one panel and each without the royal drapery, thereby altering 
the premise of the columbia cloth (figs. 10, 11).27 The two scenes show open 
landscapes stretching into the far distance. indeed, the setting of the Assisi dead 
christ is comparable, though not identical, to the countryside of the columbia 
Madonna and child. in addition, the pair of half-length figures of the Man of 
Sorrows apparently corresponds with one another. yet the Assisi version reduces 
the number of instruments of the Passion and elongates the two rods; the tomb 
is differently designed and its perspective altered so that it is seen from above; 
the chest wound bleeds very little and christ’s hands are transposed; and finally, 
his head tilts traditionally to his proper right, or our left.28 in other words, the 
figure is akin to many other renaissance interpretations of the subject, the most 
representative of which is giovanni Bellini’s panel in the Museo correr, Venice,29 
but Morone’s painting in columbia essentially differs from its Assisi counterpart 
in that it acclaims christ as king while mortifying him and accentuating his 
sufferings.

The variations between Morone’s two interpretations of the Madonna and 
child are decidedly more marked. his Assisi version is absolutely traditional 
and follows many such devotional images of the era. yet the columbia painting 
so enriches the iconography as to change the work’s meaning completely. The 
wafer, the baby’s nudity and coral necklace, the cushion on the ground, and the 
gleaming cloth of honor, juxtaposed with the inscription, all transform the time-
honored image of Mother and child into one that is complex and paradoxical. 
Moreover, because it is viewed with the Man of Sorrows rather than separate 
from it, the entire painting asserts christian and Marian implications absent 
from the bilateral Assisi panel. That is to say, whereas the individual images on 
the latter work are predictable—even conventional—the columbia cloth is most 
definitely not. its linen support, finally, suggests that Morone and his patron’s 
conception for the work veered from tradition.

This is an unexpected conclusion to draw given its compartmentalization 
and long-established subject matter. As we have already seen, Morone painted 
the work in a modern manner. Stylistic elements associated with Mantegna’s 
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Fig. 10.  domenico Morone (italian, ca.1442–after 1517). Man of Sorrows, tempera on panel. 
Assisi, treasury of San francesco, francis Mason Perkins collection.
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Fig. 11.  domenico Morone (italian, ca.1442–after 1517). Madonna and Child, tempera on 
panel. Assisi, treasury of San francesco, francis Mason Perkins collection.
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art have been noted, and the volume and structure of christ and Mary conceal 
their iconographic roots, one Byzantine and the other late gothic, though to 
tell the truth, the two figures emphasize frontality and stillness as if to enlist 
the hieratic qualities of an icon. indeed, the most innovative aspect of the 
columbia cloth is its support, for woven fabric was not a generally used surface 
by ca. 1500 when wood, or panel, was still preferred for moveable works of 
art in italy. however, both Mantegna and Morone were already working on 
canvas before the turn of the century, Mantegna for his Adoration of the Magi 
and Dead Christ, to name only two, and Morone for the gonzaga battle scene 
noted above, all three executed in Mantua.30 The two artists also painted on 
linen, a textile more rarely employed.31 Thus to some extent, the ex-Noseda 
Madonna was pioneering in both style and medium. nonetheless, the choice 
of support takes us beyond the issue of innovation, for the real-life fragility of 
linen evocatively contrasts with the luxury textiles Morone painted behind the 
Man of Sorrows and the Virgin of humility. one may logically inquire whether 
its use was an attempt on the painter’s part, or on that of his patron, to create 
a meaningful contradiction between what the eyes behold and what the hands 
tangibly hold: That is, the substantial draperies bestowing majesty upon christ 
and Mary versus the objective fragility of the work of art. contradiction and 
incongruity unquestionably characterize the columbia cloth: not only are the 
Man of Sorrows and the Madonna of humility ennobled by the royal hangings, 
but christ and Mary are also rendered majestic both pictorially and verbally. 
christ materializes as if enthroned within his tomb and before his cross, and 
Mary—though relegated to the earth—is named Queen of heaven. The cloth in 
columbia highlights the deeply believed christian paradox between the mortal 
body and the eternal soul.

Beyond the distinction between what the linen shows and what it is, 
Morone’s choice of support may be interpreted in other ways. As the fabric was 
cherished for its delicacy and lightness and was thus susceptible to destruction, 
its unpretentiousness corresponded with the meekness characterizing christ 
as the Man of Sorrows and Mary as the Madonna of humility. Moreover, 
because linen is thin and likely to disintegrate, it proved an apt metaphor for 
death. indeed, works of art on linen might adorn altars, passageways, and halls 
in churches during the forty days of lent (Ash Wednesday to Easter Sunday) 
when the faithful are to humble themselves and seek penance for their sins in 
preparation for good friday commemorating christ’s crucifixion.32 yet despite 
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the certainty that these old connotations associate linen with lenten devotions, 
we cannot be sure they actually sparked the commissioning of the columbia 
cloth. investigating the function and use of Morone’s painting demands some 
speculation on our part.

one sure key to understanding the work lies in its exquisite brushwork and 
sophisticated coloring. The delicately painted landscape, elegantly rendered 
embroideries, the shimmering design on the opulent tapestry behind Mary, and 
lastly, the fine gold highlights on the hair of the three figures require the cloth to 
be held in order to appreciate it; similarly, the two minutely written inscriptions 
must be read close up. in addition, the halos on both christs contain cruciform 
designs whose red tones match those of the Man of Sorrows’s blood, the drapery 
ennobling Mary, the coral necklace protecting the infant from evil, and the 
strings pinning the whips to the crossbar. Such refinements of brushwork and 
color give most pleasure if enjoyed in proximity like a manuscript illumination, 
a medium in which Morone himself excelled. it cannot surprise us that the artist 
responsible for the exquisitely painted figure of david in a landscape within the 
initial o on a cutting now in the robert lehman collection of the Metropolitan 
Museum of Art (fig. 12) was the same that produced the columbia cloth.33 one 
may question if the linen work—like many manuscripts—had a liturgical use or 
served at the altar; but would such an exquisitely painted object have covered a 
chalice, or dried its interior after communion, or wiped the fingers of a priest’s 
hands? in any one of these circumstances, the cloth would have easily stained 
and dirtied, and given its fragility, a patron would not have likely commissioned 
Morone, the leading Veronese artist at the time, to execute a work whose ruin 
was certain and whose survival might be placed in jeopardy.34

it is far easier to ascertain the purposes the painting could not have fulfilled 
than to pinpoint its original intent, though as noted, the refinement, size, 
and weight of the cloth identify it as an intimate image to be held. i believe 
we can understand the painting’s probable origins if we recall its theological 
focus on the Eucharist and resurrection and its moral accent on humility 
together with two more factors: patronage and personal devotions. first, 
Morone’s successful career in his native city rested on his commissions from the 
observant franciscans at San Bernardino during the span of a quarter century. 
Begun in 1452, the church was dedicated to the tuscan friar who had preached 
three times in the city from the 1420s into the 1440s and who was elevated to 
sainthood in 1450.35 few events that year were as animated and celebrated in 
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Fig. 12.  domenico Morone (italian, ca.1442–after 1517). David with His Foot in a Noose in 
an Initial O, ca. 1500, tempera and gold on parchment. new york, The Metropolitan Museum 
of Art, robert lehman collection, Acc. 1975.1.2483. image copyright © The Metropolitan 
Museum of Art. image source: Art resource, ny.
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the Veneto as Bernardino’s canonization festivities, and observants in Verona 
understood the possibility of strengthening their visibility and influence 
through a burst of artistic patronage with the founding of a church in his 
honor.36 in 1481, they summoned Morone to paint their two organ shutters, 
which show, respectively, the Stigmatization of St. Francis and San Bernardino 
Holding Christ’s Monogram. toward the end of the century, they engaged him 
again, this time to paint frescoes on the life of St. Anthony of Padua, perhaps in 
collaboration with his son francesco (1471–1529); domenico was responsible 
for other paintings in the church too, but they do not survive.37 finally, like 
many other artists, Morone depicted franciscan saints on altarpieces, and these 
together with his panel of Two Beatified Franciscans cited at the beginning of 
this article testify to his links with the order.38

in the early years of the new century, the almost sixty-year-old Morone took 
on what became the crowning achievement of his life, the fresco cycle in the 
Sagromoso library, a commission underwritten by one of the leading families 
of Verona. its inscription dated to 1503, the series comprises forty-two full-
length portraits of notable franciscans, numerous roundels showing yet others, 
and a grand painting depicting the donors, leonello Sagromoso and his wife, 
Anna Maria ultramarino, kneeling before the Madonna and child with angels, 
saints, and martyrs ranked behind.39 Much ink has been spilled on the library 
and its place in franciscan cultural life, on the iconography and attribution 
of the paintings, and their modern restoration. Suffice it to note here the 
importance of the institution, the historical and theological scope of its frescoes, 
and by extension, the reputation of the artist chosen to work there, with his 
fame certainly increasing after the unveiling of his work. Eberhardt, tosato, 
Marinelli, Veronesi, and Zamperini have established Morone’s unquestionable 
responsibility for the library frescoes, thereby placing him in the front rank 
of Veneto painting ca. 1500 and, by implication, extolling all his pictorial 
accomplishments in those years. The columbia cloth counts as one of them

Morone’s connections with San Bernardino went beyond his professional 
commissions there. he baptized four of his several children with the names 
of franciscan saints—chiara, francesco (and an older daughter named 
francesca?), Antonio, and ludovico (referring to louis of toulouse)—and 
chose San Bernardino as his burial site.40 it would seem that the artist 
personally lived franciscan devotions as they were practiced in the new 
observant monastery, whose resident friars advanced his career and marked 
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him as their preferred painter. in summarizing this material it becomes evident 
that after decades of working in the church, Morone knew its hierarchy well; he 
shared the attachments and values of the order, was thoroughly familiar with its 
history and saints, and must have drunk deeply over time from the wellspring of 
franciscan piety.

in painting a delicate cloth, whose imagery honors meekness and humility—
the Man of Sorrows above and the Madonna of humility below—Morone 
privileged the very virtues that distinguish St. francis, and surely the painter 
knew that. is any saint in christian hagiography better known for these qualities 
than giovanni francesco di Bernardone, the son of a rich merchant of Assisi, 
who in the early years of the thirteenth century renounced family wealth 
and wedded lady Poverty, as it were, then dedicating himself to god and the 
poor and subsequently founding a religious order committed to the meek 
and oppressed?41 it would be amiss, i submit, to equivocate on the probability 
that Morone painted the columbia cloth for the private devotions of either 
a franciscan friar or tertiary, someone of rank possibly facing a voyage and 
wanting a small and easily transportable devotional image, a conclusion that 
would readily come to mind if the work were on panel. The patron—male or 
female—was likely conservative in outlook but also artistically open-minded in 
opting for a “modern” pictorial style and accepting an innovative material, linen, 
whose use was decidedly on the rise. Small and unpretentious, Morone’s “cloth 
of humility” is a distinguished work of art voicing the dynamic renaissance 
manner current in Verona ca. 1500 and articulating too the deep beliefs of a 
pious christian patron. That this person might have been a culturally astute 
member of the franciscan order or a wealthy male or female lay tertiary can 
only increase the modern audience’s fascination for the painting.42 finally, 
our realization that Morone perhaps produced this delicate linen object while 
engaged in painting grand frescoes in the libreria Sagromoso inevitably forces 
us to reevaluate the artist and his place in Veneto culture.
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* i am grateful to four colleagues who astutely corrected mistakes, generously offered 
suggestions, and furnished bibliography where needed: catherine Puglisi and tiziana franco 
and, above all, gene Peter Veronesi and Alessandra Zamperini, who shared with me their 
own work on Morone and the libreria Sagromoso.
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to the Collections in the Museum of Art and Archaeology, University of Missouri–
Columbia, osmund overby, ed. (columbia and london, 1982) p. 74, no. 119  
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