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Andrea Vaccaro’s David and an Outline  
of Vaccaro’s Early Career*

 
riccardo lattuada

In 2014, at the suggestion of Ian Kennedy, Jeffrey Wilcox—then registrar of the 
Museum of Art and Archaeology at the University of Missouri, Columbia—sent me 
images of a powerful David with the Head of Goliath (Fig. 1 and back cover).1 I realized 
immediately that the artist of the painting was Andrea Vaccaro, a seventeenth-century 
Neapolitan painter, who lived from 1604 to 1670. In January 2015, I presented a lecture, 
titled Framing Andrea Vaccaro’s David.2 In this article I repeat some of the arguments I 
offered in my lecture, and I expand my views on Andrea Vaccaro’s early career, a difficult 
issue despite the recent interest of various scholars, including myself.3

The Columbia David

Columbia’s David is marked by a strong chiaroscuro, and the brown preparation is 
applied on a thick canvas. These devices are an early seventeenth-century (Seicento) 
Neapolitan technique. The position of the hero’s torso recalls Caravaggio’s David in the 
Vienna Kunsthistorisches Museum (Fig. 2), but in fact the depiction of the hips and legs 
seems to derive from such classical models as the Meleager in the Musei Vaticani in Rome 
(Fig. 3), or the Pompey in the Palazzo Spada, Rome (Fig. 4).4 This is not surprising when 
we consider that both Rome and Naples hosted an untold amount of ancient sculpture 
and that, even in the early seventeenth century, artists, including the so-called Cara-
vaggesque painters, based their study of the human body on observing ancient sculptures. 
In the Columbia David, at the left of the main figure, in the distance, the beheaded body 
of Goliath lies on the ground. A dramatic landscape looms in the background, illuminated 
by the sunset. In the foreground are David’s sling and the hilt of the Philistine warrior’s 
huge sword. David raises his right hand while he balances the gigantic head of Goliath on 
a rock to his left. It is difficult to explain the gesture of his right hand. Perhaps it is just 
a case of influence from an antecedent of this gesture in the famous David painted on a 
parade shield by Andrea del Castagno (Washington, National Gallery of Art) (Fig. 5).5 It 
is also possible that it is a gesture of triumph, or even that David is performing the supina 
manus, the hand open and raised as the Romans used to do when praying.6 If the latter 
interpretation is right, David is thanking God for his victory over the Philistine giant. 

It is possible that the Columbia David was executed circa 1625–1630, at the same time 
as other works ascribed to Vaccaro’s hand and dated to the beginning of his long artistic 
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Fig. 1. Andrea Vaccaro (Naples, 1604–1670). David with the Head of Goliath, ca. 1625–1630, oil on 
canvas. Museum of Art and Archaeology, University of Missouri (69.115). Photo: Jeffrey Wilcox.
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Fig. 2. Michelangelo 
Merisi, il Caravaggio 
(Milan, 1573–Porto 
Ercole, 1610). David 
with the Head of Goliath. 
Vienna, Kunsthisto-
risches Museum. Photo: 
Author’s archive.

Fig. 3. Meleager. Roman copy of a 
second century BCE statue, marble. 
Rome, Musei Vaticani. Photo: Author’s 
archive.

Fig. 4. Pompey. First century BCE, marble. 
Rome, Palazzo Spada. Photo: Author’s 
archive.
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Fig. 5. Andrea del Castagno (Florence, 
1419–1457). David. Washington, National 
Gallery. Photo: Author’s archive.

Fig. 6. Andrea Vaccaro (Naples, 1604–1670). 
David. Naples, private collection. Photo: 
Luciano Pedicini, Archivio dell’arte, Naples. 

Fig. 7. Andrea Vaccaro (Naples, 
1604–1670). David Contemplating 
Goliath’s Head. Florence, Fon-
dazione di Studi Roberto Longhi. 
Photo: Author’s archive.

Fig. 8. Andrea Vaccaro (Naples, 1604–1670). Saint 
Sebastian Taken to His Martyrdom. Naples, ex Perrone 
Capano Collection, now Colnaghi, London. Photo: 
Courtesy Colnaghi, London.
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career. If the David proves to be an early work, it demonstrates that in his early career 
Andrea Vaccaro produced an eclectic and individualized blend of the Caravaggesque 
tendencies that he had experienced in Rome and Naples. In his eighteenth-century 
biography of Vaccaro, Bernardo de’ Dominici writes that the painter, under the influence 
of Battistello Caracciolo, “easily let himself be dazzled . . . by the amazing new manner of 
Caravaggio. Consequently, Andrea began to copy various works of that fantastic Painter, 
and after a short time he imitated him so well that to the eyes of experts [his paintings] 
seemed to be not copies, but original works.”7 When integrated with an analysis of 
Vaccaro’s early works, de’ Dominici’s account makes it plausible that the painter not only 
became acquainted with the works of Caravaggio in Naples but also that he studied in 
Rome as an apprentice ca. 1620–1625, where Caravaggism had just been born. During the 
Modern Age, it was so common for Neapolitan artists to make many study trips to Rome 
that records of their residence there are rare.8 It is likely that Vaccaro made more than one 
trip to Rome, as indirectly implied by his classicist turn.9

Vaccaro’s early production, inspired by the “amazing new manner of Caravaggio,” 
is little known and studied. His earliest signed work is the Penitent Mary Magdalene 
of 1636 (Naples, Certosa di San Martino) (Fig. 24),10 produced when he was 32 years 
old, a mature man by seventeenth-century standards; by that age he likely already had a 
twelve- to fifteen-year career. On stylistic grounds, however, less than ten paintings have 
been currently assigned to his early phase, that is, before 1636. The attribution of the 
Columbia David is sustained by a number of comparisons with these early works, none of 
which bears a signature. Vaccaro signed his paintings with the monogram “AV” only in his 
first mature stage, from 1636 to 1640. Even if we withdraw from Vaccaro’s catalogue the 
copy after Caravaggio’s Flagellation in the Church of San Domenico Maggiore in Naples, 
traditionally considered to be by him but recently assigned to an anonymous hand,11 we 
can rely on comparisons with the David in a private collection in Naples (Fig. 6), David 
Contemplating Goliath’s Head (Florence, Fondazione di Studi Roberto Longhi) (Fig. 7), 
and Saint Sebastian Taken to His Martyrdom (Naples, formerly in the Perrone Capano 
Collection, now with Colnaghi, London) (Fig. 8). Ferdinando Bologna dates all these 
works to around 1625–1630 and notices in them an “impronta battistelliana” (an imprint 
of Battistello Caracciolo).12 Not only the iconography but also the technique and the 
palette demonstrate the close connection between these three works and the Columbia 
David; in short, in all four paintings we see the same artistic personality at work, one that 
combined Roman, French, and Neapolitan Caravaggism in a sophisticated way.

Saint Onuphrius and Saint Paul Apostle

In the last two years, with the aim of positioning the Columbia David firmly in 
Vaccaro’s early career, I have accumulated new evidence and attributed to the artist other 
early works that I will discuss below. A major addition to Vaccaro’s early catalogue is the 
ambitious Saint Onuphrius that Nicola Spinosa ascribed to Jusepe de Ribera (Fig. 9).13 
Spinosa compared the Saint Onuphrius to Ribera’s Saint Paul the Hermit in the Louvre 
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Fig. 9. Andrea Vaccaro (Naples, 1604–1670). Saint Onuphrius. Private collection. 
Photo: Courtesy Sotheby’s, London.
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Museum, but the relationship between the two works is merely compositional: the palette 
and the thick, plastic brushwork typical of Ribera are completely different from Vaccaro’s 
style. It is quite evident, however, that the physical type of Saint Onuphrius is connected 
to Ribera (and even more to Caracciolo), but the way this important work is painted is 
so different, and so clearly typical of Vaccaro that it is quite surprising that no scholars 
have paid attention to this questionable attribution. The painting had an imposing impact 
when it was exhibited while on the London market in 2000. The ties with the Columbia 
David are immediately perceivable: the same way of representing the light at sunset; the 
same faulty preparation of pigments, the cause of deterioration in this area; the same way 
of depicting the anatomy of the saint with a yellowish light emphasizing every detail; the 
same striking chiaroscuro playing on brown tones; and the same brushwork, flatter than 
Ribera’s. The saint’s facial type is comparable to that of a Saint Paul Apostle, which I now 
attribute to Vaccaro (Fig. 10).14

Saint Lawrence

A powerful single image such as Vaccaro’s Saint Lawrence (Paris, Galerie Giovanni 
Sarti) (Fig. 11)15 provides the same sense of drama as the Columbia David; the canvas of 
the Saint Lawrence has a large square weave and is densely prepared, its dark background 

Fig.10. Andrea Vaccaro (Naples, 1604–1670). 
Saint Paul Apostle. Private collection. Photo: 
Courtesy Minerva Auctions, Rome.

Fig. 11. Andrea Vaccaro (Naples, 1604–1670). 
Saint Lawrence. Photo: Courtesy Galerie 
Giovanni Sarti, Paris.
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crossed by a broad, diagonal ray of light16 and displaying powerful chiaroscuro that 
recalls the drama of Caravaggio. The vigorous passages of color set within a carefully 
crafted design—the red dalmatic stands out splendidly, as do the visible parts of the white 
tunic—indicate Neapolitan authorship and a dating between the 1620s and early 1630s. 
At the same time, one can note a sense of pathos in the saint’s expression, his eyes turned 
heavenward to seek divine inspiration in the face of martyrdom. This is the approach of 
a painter who was attentive, though in an entirely independent way, to the work of Guido 
Reni in his brief Caravaggesque moment. The face of the young saint deserves a few 
words: it is turned upward to listen to the voice of God, with an expression appropriate to 
both concentration and inspiration. If, as we have already said, something of Guido Reni’s 
invention is present in the position of the head and gaze, it is also true that Vaccaro was to 
revisit these poses, subtly varied, in later works such as the Triumph of David in the Musée 
d’Art et d’Histoire, Geneva, where the protagonist’s face seems to derive from the same 
source as was used in the Saint Lawrence.17 

Saint Stephen Taken to His Martyrdom and The Martyrdom of Saint 
Bartholomew (Cooper-Maisani Collection)

The vigorous treatment exhibited in the Saint Lawrence also occurs in a powerful pair 
of paintings, Saint Stephen Taken to His Martyrdom (Fig. 12) and The Martyrdom of Saint 
Bartholomew (Fig. 13), both in the New York collection of Anderson Cooper and Ben-
jamin Maisani. In Saint Stephen Taken to His Martyrdom, the execution of St. Stephen’s 

Fig. 12. Andrea 
Vaccaro (Naples, 
1604–1670). Saint 
Stephen Taken to 
His Martyrdom. 
New York, New 
York, Collection of 
Anderson Cooper 
and Benjamin 
Maisani. Photo: 
Courtesy Otto 
Naumann, Ltd., 
New York.
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Fig. 13. Andrea Vaccaro 
(Naples, 1604–1670). The 
Martyrdom of Saint 
Bartholomew. New York, 
New York, Collection of 
Anderson Cooper and 
Benjamin Maisani. Photo: 
Courtesy Otto Naumann, 
Ltd., New York.

Fig. 14. Detail of Figure 12. Fig. 15. Nicolas Tournier (French, 1590–ca. 
1638). The Dice Players (detail). Louisville, 
Speed Art Museum. Photo: Author’s 
archive.
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dalmatic compared with that of the St. Lawrence (Fig. 11) clarifies the close connection 
between those two works. The two Cooper-Maisani masterpieces appeared on the market 
in 2009 with an attribution to Filippo Vitale proposed by Nicola Spinosa.18 Upon the 
request of Paul Smeets and Otto Naumann, I studied the paintings firsthand before and 
during their restoration, and I came to the conclusion that they are among the most 
important achievements of Vaccaro’s Caravaggesque phase.19 Indeed, the Caravaggesque 
structure of both compositions is evident in the cropping of the figures and in the virtual 
absence of a background. St. Stephen dressed in his deacon’s clothing walks to his destiny, 
his head bowed and his hands held in prayer; he concentrates as if abstracted in his 
thoughts. A soldier on the far right appears to be looking at the moustached man in the 
foreground, who carries a basket full of stones to be used to execute Stephen.20 Behind St. 
Stephen a man wearing a red beret stares at the saint’s shoulders (Fig. 14). The Martyrdom 
of St. Stephen is recorded in The Acts of the Apostles (7:54–8:3):

 
And [they] cast him out of the city and stoned him, and the witnesses laid down 
their clothes at a young man’s feet, whose name was Saul. And they stoned 
Stephen. . . . And Saul consented to his death. . . . Devout men carried Stephen to 
his burial and made great lamentation over him. As for Saul, he made havoc of 
the church, entering in to every house and dragging both men and women off to 
prison. 

Thus, the man in the red beret is evidently meant to be Saul, who assisted in the saint’s 
martyrdom and “consented to his death.”21

In The Martyrdom of Saint Bartholomew (Fig. 13) the torturer, seen from the back, 
has begun to flay the saint with a knife; another knife, leaning against a rock at the lower 
left corner of the picture, projects its shadow on the ground. The saint tries to face his 
martyrdom by looking upward, as if to find resistance through his faith. Two soldiers on 
the far right seem to exchange instructions with the torturer, who turns his head toward 
them.

The Caravaggism displayed in Saint Stephen Taken to His Martyrdom and The Mar-
tyrdom of Saint Bartholomew is closely related to details found in works of Bartolomeo 
Manfredi, including the Card Players in the Florentine Galleries (see in this picture the 
man with a hat on the upper right edge), and paintings by Nicholas Tournier, such as 
various versions of the Dice Players (the soldiers with helmets in similar positions and the 
men with berets [Fig. 15]) and Saint Peter’s Denial.22 In fact, especially in Saint Stephen 
Taken to His Martyrdom, we see a style related at the same time to both Roman and 
Neapolitan Caravaggism. Also, there is a hint of classicism in the soldier’s head in profile, a 
reference to ancient Roman emperors’ portraits on coins, such as those of Vitellius.

The Martyrdom of Saint Bartholomew is related to Ribera’s world, even more than Saint 
Stephen Taken to His Martyrdom. The relationship is particularly evident in the Martyr-
dom of Saint Lawrence (London, Atlantic Trust, circa 1615) (Fig. 16), and, again, in the 
Martyrdom of Saint Bartholomew executed by Ribera for the Collegiate Church of Osuna 
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in 1627 (Fig. 17).23 The ties between the two Cooper-Maisani paintings and the works of 
Ribera datable to between the second and the third decade of the Seicento make it possible 
to suggest that Vaccaro’s Caravaggesque phase started around 1622–1625 and ended 
about 1630. Moreover, the torturer’s head seen from behind in the Martyrdom of Saint 
Bartholomew, with the highlighting of contours of the ears (Fig. 18), shows an attention to 
similar figures in works of Giovanni Battista Caracciolo such as the Flagellation (Naples, 
Museum of Capodimonte), ca. 1620 (Fig. 19), or the Salomè (Florence, Uffizi).24 

Martyrdom of Saint Lawrence and Allegory of  
Painting Crowned with the Laurel of Fame

Details in the two Cooper-Maisani paintings and related works provide a close 
connection to what is probably Vaccaro’s most ambitious work of this early period, the 
Martyrdom of Saint Lawrence in Rome, ex IRI Collection (Figs. 20, 21).25 A firsthand 
examination shows exactly the same technical features found in the Columbia David and 
in all of Vaccaro’s works compared here. The kneeling executioner on the right and the 
strong chiaroscuro strengthened by the dark red reflections of the flames on all the figures 

Fig. 16. Jusepe de Ribera (Spanish, 1591–1652). 
Martyrdom of Saint Lawrence. London, Atlantic 
Trust. Photo: Luciano Pedicini.

Fig. 17. Jusepe de Ribera (Spanish, 1591–1652). 
Martyrdom of Saint Bartholomew. Church of 
Osuna. Photo: Luciano Pedicini.
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Fig. 18. Detail of Figure 13. Fig. 19. Giovanni Battista Caracciolo 
(Naples, 1578–1635). Flagellation (detail). 
Naples, Museum of Capodimonte. Photo: 
Polo Museale della Puglia.

Fig. 20. Andrea Vaccaro (Naples, 1604–1670). Martyrdom of Saint Lawrence. 
Rome, ex IRI Collection. Photo: Author’s archive.
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Fig. 21. Detail of Figure 20. Fig. 22. Paolo Finoglio (Naples, ca. 1590– 
Conversano, 1645). The Miracle of Saint 
Anthony of Padua (detail). Conversano, Church 
of Santi Cosma e Damiano. Photo: Courtesy 
Otto Naumann, Ltd., New York.

are a kind of tribute to Caravaggio’s Flagellation. The soldiers in the upper left corner 
of the Martyrdom of Saint Lawrence are variants of the ones in the two Cooper-Maisani 
paintings, as well as of the soldier in Saint Sebastian Taken to His Martyrdom in the 
Perrone Capano Collection (Fig. 8).

Nothing is known about the provenance of the Martyrdom of Saint Lawrence, whose 
large format could be explained as being intended perhaps for the lateral wall of a chapel. 
A plausible dating for this piece is around 1630 or slightly later. The figure of the torturer 
seen from behind occurs almost exactly in The Miracle of Saint Anthony of Padua by Paolo 
Finoglio of 1631 (Conversano, Church of Santi Cosma e Damiano) (Fig. 22).26 In this 
case the source is Caracciolo’s Miracle of Saint Anthony of Padua.27 Even more interesting, 
the same figure reappears in a recently rediscovered Raising of Lazarus by Pietro Novelli 
(Madrid, Prado) (Fig. 23).28 At this time (again, 1630–1635?) Vaccaro faces a further 
evolution of his artistic journey: the three putti flying at the top of the Martyrdom of Saint 
Lawrence indicate a turning toward a baroque style, and they are almost the same as those 
in the Penitent Mary Magdalene in the Certosa di San Martino (Fig. 24). Such details occur 
also in the Allegory of Painting Crowned with the Laurel of Fame, which I attributed to Vac-
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Fig. 23. Pietro Novelli, il Monrealese (Sicily, 1603–1647). The Raising of Lazarus. Madrid, 
Museo Nacional del Prado. Photo: Author’s archive.
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Fig. 24. Andrea Vaccaro (Naples, 
1604–1670). Penitent Mary Magdalene. 
Naples, Chartreuse of San Martino. 
Photo: Courtesy FINTECNA, Rome.

Fig. 25 Andrea Vaccaro (Naples, 1604–1670). Allegory 
of Painting Crowned with The Laurel of Fame, private 
collection. Photo: Courtesy FINTECNA, Rome.

caro in 2001, when it was offered at auction, dirty and yellowed by old varnish (Fig. 25).29 
This work seems to be datable slightly later than the group of paintings hitherto discussed, 
and it has much closer ties to Stanzione’s early works, which were influenced by Simon 
Vouet. The putti motif has become a signature for Vaccaro’s path toward the baroque 
style. It seems to me that once we reattribute this painting to Vaccaro we can consider it as 
his artistic manifesto: he must have had a strong quest for glory, which he synthesized in a 
living and dynamic allegory.

The Resurrection of Lazarus

In his early works, Andrea Vaccaro had already begun the habit of reusing drawings 
and/or compositional motifs from his other paintings: the torturer holding the basket of 
stones in Saint Stephen Taken to His Martyrdom (Fig. 12) returns in another epic work, The 
Resurrection of Lazarus (Naples, Leonetti Collection) (Figs. 26, 27), known since its publi-
cation in 1938 with an attribution to Pietro Novelli and reattributed to Andrea Vaccaro by 
the late Giuseppe De Vito. This work belongs to Vaccaro’s early period and to a high point 
of his career.30 Datable ca. 1630, this large-format altarpiece, whose original destination is 
unknown, is still impressive despite the visible oxidation from old retouching. The model 
for the figure holding Lazarus (Fig. 27) is the same as the one used for the man holding the 
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Fig. 26. Andrea Vaccaro (Naples, 1604–1670). The Resurrection of Lazarus. Naples, Leonetti 
Collection. Photo: Archivio Fotografico Soprintendenza per i Beni storici artistici ed 
etnoantropologici della Puglia
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Fig. 27. Detail of Figure 26. Fig. 28. Detail of Figure 13. 

Fig. 29. Andrea Vaccaro (Naples, 
1604–1670). Blessing Christ. Taranto, 
Museo Diocesano. Photo: Courtesy 
of the Soprintendenza archeologia, 
belli arte e paesaggio per la province 
di Brindisi, Lecce e Taranto. 
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basket of stones in Saint Stephen Taken to His Martyrdom (Fig. 28). A new element is the 
palette of Christ’s clothes: the silky effects of his dark blue cloak show an awareness of the 
same details in Ribera’s tour de force of the 1620s, the Calvario in the Collegiate Church 
of Osuna (Spain).31 The shining red tone of Christ’s tunic is related to such details in 
Battistello Caracciolo’s works as Christ Washing His Disciples’ Feet (Naples, Church of the 
Chartreuse of San Martino, 1621–1622) or Christ in the Garden of Gethsemane (Vienna, 
Kunsthistorisches Museum).32 The same model and the same strong chiaroscuro appear in 
another powerful work by Vaccaro dating to the early 1630s, the Blessing Christ (Taranto, 
Museo Diocesano) (Fig. 29).33

The Death of Seneca

Around 1635 Vaccaro seems to have been much closer to Massimo Stanzione, and the 
influence of Guido Reni and the Bolognese school of painting became stronger in his 
works. Evidence of this change occurs in one of his early works, the Death of Seneca, which 
reflects influence from the famous Seneca traditionally ascribed to Guido Reni (also called 
“lo Schiavo di Ripa Grande”). Viviana Farina noticed Reni’s influence on the painting in 
the Musée Vivant Denon (Chalon-sur-Saône) that she attributed to Vaccaro (Fig. 30).34 

Fig. 30. Andrea Vaccaro (Naples, 1604–1670). Death of Seneca. Chalon-sur Saône, Musée 
Vivant Denon. Photo: Courtesy Philip Bernard, Musée Vivant Denon.
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She titled this work Denial of Saint Peter, 
but the established iconography for St. Peter 
shows him with a beard, and for this reason 
one must conclude that Vaccaro simply 
depicted a Death of Seneca. The similarity 
to the famous terracotta sculpture, known 
through a number of replicas, is so precise 
that there is little room for doubt: one needs 
only to compare the bald man in the Vaccaro 
painting with the powerful terracotta 
version at Caiati and Gallo Gallery (Milan) 
(Fig. 31) to understand the visual source 
and the subject of the work.35 The cropping 
of the scene is radically Caravaggesque, 
maybe more than usual; it is not impossible 
the painting has been cut down, at least on 
the lower edge, as suggested by the missing 
parts of the left hand of the soldier in the 
foreground. 

Christ and the Adulteress

Another high point of Vaccaro’s early 
years is Christ and the Adulteress at Lullo-
Pampoulides Gallery, London (Fig. 32).36 Again, in the torturer’s figure on the far left, 
we see a variant of the torturer’s figure in the Cooper-Maisani Saint Stephen Taken to 
His Martyrdom (Fig. 12) and of the man holding Lazarus in the Leonetti Resurrection of 
Lazarus (Figs. 26, 27). In the Lullo-Pampoulides work, the soldiers’ helmets reflect the light 
in the same way as in details in all the early works by Vaccaro discussed here. In the right 
side of Christ and the Adulteress is a powerful depiction of Saint Peter; other characters are 
still inspired by works of Battistello Caracciolo and by those of Carlo Sellitto. Compare 
the two depictions of Christ and the Apostles in the Church of Monteoliveto (Naples)37 
and Christ Washing His Disciples’ Feet on the Italian market in 2003.38 The soldiers in 
the background are a remarkable example of Manfrediana Methodus, in other words, 
in the style of the baroque painter Bartolomeo Manfredi, as is the elegant and alluring 
figure of the adulteress, whose décolleté is clearly inspired by the same detail in Valentin 
de Boulogne’s eponymous painting in the J. Paul Getty Museum (Malibu) (Fig. 33).39 
Moreover, it is not impossible that Vaccaro was able to see Christ and the Adulteress by 
Guercino (London, Dulwich College, circa 1620–1621) or one of the studio versions or 
copies of this composition.40

Nevertheless, the overall impression is that Christ and the Adulteress demonstrates that 
the stricter Caravaggesque phase of Vaccaro was waning. The extraordinary refinement 

Fig. 31. Seneca, terracotta, after Seneca by 
Guido Reni (Bologna, 1575–1642). Milan. 
Photo: Courtesy Caiati e Gallo Gallery, Milan.
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Fig. 32. Andrea Vaccaro (Naples, 1604–1670). Christ and the Adulteress. Photo: 
Courtesy Lullo-Pampoulides Gallery, London.

Fig. 33. Valentin de Boulogne (French, 1591–1632). Christ and the Adulteress. 
Malibu (Los Angeles), J. Paul Getty Museum (1618-22). Photo: Author’s archive.
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of every detail, the smooth and shining face of Christ with the flattened bridge of his 
nose and forehead, the elongated fingers of his hands, the elegance of every fold of all 
the characters’ clothes speak now of new inclinations. Was the young Bernardo Cavallino 
(Naples, 1616–1656) already intermingling with his elder associate Vaccaro, or was the 
newly rising Roman classicism inspiring this elegant style? It is hard to tell. For certain, 
the lapis lazuli pigment of Christ’s mantle has a white base in order to achieve the most 
shining effect, and the dark purple cloak of the adulteress is a new element in the sequence 
of works that I have tried to put together. Again, Ribera’s Calvario at Osuna, with the 
shimmering clothes of the three Marys, is a possible source for these details and is also a 
sign of a Neo-Venetian vogue that, together with Bolognese classicism, began to infiltrate 
the Caravaggesque trend of Neapolitan painting. 

Allegory of Sleeping Cupid

A peculiar blend of Caravaggio and Guido Reni is seen in Vaccaro’s Allegory of Sleeping 
Cupid (Fig. 34).41 A very sophisticated work, its iconography is explained by the inscrip-
tion on the cartouche: “EGO DORMIO, ET COR MEUM VIGILAT” (I slept, and my 
heart was awake), which is a quote from Song of Songs (5:2). This subject focuses on either 
sensual love or the force of divine love. The composition is an evident tribute to works of 
Reni such as the Sleeping Infant Jesus, known through replicas, copies, prints, and adapta-
tions.42 The light from the setting sun is slightly different from the strictly Caravaggesque 

Fig. 34. Andrea 
Vaccaro (Naples, 
1604–1670), 
Allegory of Sleeping 
Cupid. Private 
collection. Photo: 
Author’s archive.
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“camera oscura.” The usual landscape is touched by a vespertine light that is also coherent 
with the subject of the painting. Between the third and the fourth decade of the century 
Vaccaro was still attached to dark tenebristic settings, but the new classicist stream was 
irreversibly diverting him from his roots. The Allegory of Sleeping Cupid symbolically 
marks a line between the artist’s youth and a baroque evolution, followed by the noble 
and successful classicism of his long maturity. Vaccaro still had ahead of him almost four 
decades of a prosperous and successful career, but the period exemplified by the Columbia 
David had come to an end, and his passion for the “amazing new manner of Caravaggio” 
was over.

NOTES

*I wish to thank for their help and assistance Nuccia Barbone, Jane Biers, Umberto Giacometti, Ian 
Kennedy, Andrea Lullo, Benoit Maisonneuve, Judith W. Mann, Otto Naumann, Mimma Pasculli 
Ferrara, Edoardo Roberti, Roberto Rossi Caiati, Giovanni Sarti, Paul Smeet, and Jeffrey Wilcox.

1. Oil on canvas, 135 x 105 cm, accession number 69.115. Published: “Acquisitions 1969,” Muse 4 
(1970) p. 10; Richard Baumann, in Osmund Overby, ed., Illustrated Museum Handbook: A Guide to 
the Collections in the Museum of Art and Archaeology, University of Missouri–Columbia (Columbia, 
Missouri) 1982, p. 80, no. 129; Thomas C. Willette, in Sebastian Schütze and Thomas C. Willette, 
Massimo Stanzione: L’opera completa (Naples, 1992) p. 200; Margaret Skoglund, “David with the 
Head of Goliath and the Beginnings of the Baroque in Naples,” Muse 27–28 (1993–1994) pp. 30–40. 

Provenance. Before 1969, according to a label on the stretcher, it was exhibited in the Societé 
Auxiliaire des Expositions du Palais des Beaux-Arts, Bruxelles, from the Collection of Madame 
Marin.

2. The painting has a long history of different attributions: In 1969, an attribution to the 
Circle of Massimo Stanzione was proposed by the dealer H. Shickman (New York) from whom 
it was purchased; in 1969, Curtis Baer suggested Salvator Rosa, as recorded in the museum file; 
in 1969, Margaret Skoglund proposed Battistello Caracciolo (student paper); in 1971, Benedict 
Nicolson connected the painting to a group of works tentatively attributed to Manfredi/Riminaldi/
Spada (museum file); in 1982, Richard Baumann attributed the painting to Caracciolo (Overby, 
Illustrated Museum Handbook, p. 80, no. 129); in 1988, Michael Stoughton rejected the attribution 
to Caracciolo (museum file); in 1992, Willette, Massimo Stanzione, p. 200 “vicino a Lionello Spada” 
and “Roman”; in 1993–1994, Skoglund, “David with the Head of Goliath,” Caracciolo; in 2009, the 
attribution to Caracciolo is backed off to “Anonymous” (museum catalogue entry). 

3. Riccardo Lattuada, I percorsi di Andrea Vaccaro, in Mariaclaudia Izzo, Nicola Vaccaro (1640–
1709): Un artista a Napoli tra Barocco e Arcadia (Todi, 2009) pp. 49–108, with previous bibliography. 
See also Stefano Causa, La strategia dell’attenzione: Pittori a Napoli nel primo Seicento (Naples, 2007) 
passim; Anna Tuck-Scala, Andrea Vaccaro, Naples, 1604–1670: His Documented Life and Art (Naples, 
2012).

4. Francis Haskell and Nicholas Penny, Taste and the Antique: The Lure of Classical Sculpture, 
1500–1900 (New Haven and London, 1981) respectively pp. 263–365, no. 60, fig. 137, and pp. 
296–300, no. 73, fig. 156. The Meleager was found in 1546, the Pompey in 1553.

5. It has been thought that the pose of Andrea del Castagno’s David derives from the pedagogue’s 
figure in the Roman Niobids group in the Uffizi, Florence. See Fern Rusk Shapley, Catalogue of Italian 
Painting, National Gallery of Art (Washington, 1979) vol. 1, pp. 129–130, no. 604; vol. 2, pl. 89. 
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Marita Horster, Andrea del Castagno (London, 1980) p. 28, was instead convinced that the source for 
Castagno’s David is the Apollo del Belvedere (Rome, Vatican). Anne Dunlop, Andrea del Castagno and 
the Limits of Painting (Turnhout, 2015) pp. 47–68 (in particular pp. 49–50), thinks that Vaccaro was 
inspired by one of the two Dioscuri in front of the Quirinale Palace in Rome. She does not discuss 
David’s gesture.

6. The way of praying with the raised hand (or with both hands raised) was the custom in the 
Greek, Roman, and Early Christian world. See, for example, the sources quoted in the critical edition 
of Tertulliano, La preghiera, Pietro Gramaglia, ed. (Rome, 1984) pp. 226–227, n. 97.

7. Bernardo de’ Dominici, Vite dei pittori, scultori ed architetti napoletani (Naples, 1742–1744) 
vol. 3, p. 136. “si lasciò facilmente abbagliare . . . dalla strepitosa nuova maniera del Caravaggio. Si 
pose adunque Andrea a copiar varj quadri di quel fantastico Pittore, ed in brieve tempo l’imitò così 
bene, che non copie, ma originali sembravano anch’esse agl’occhi dell’intendenti.”

8. A record for Massimo Stanzione’s residence in Rome in 1617–1618 does, however, exist. He 
worked on an altarpiece for San Lorenzo in Lucina. See Schütze-Willette, Massimo Stanzione, p. 41 
with earlier bibiography.

9. See Lattuada, Percorsi di Andrea Vaccaro, pp. 79–93 for Vaccaro’s classicist phase.
10. Tuck-Scala, Vaccaro, pp. 58–61, with previous bibliography.
11. Giuseppe Porzio, La Flagellazione di Cristo da Caravaggio, in Giulia Silvia Ghia and Claudio 

Strinati, eds., Caravaggio nel patrimonio del Fondo Edifici di Culto: Il Doppio e la Copia, Gallerie 
Nazionali di Arte Antica di Roma, Palazzo Barberini (Rome, 2017) p. 60. According to Porzio, the 
copy after Caravaggio’s Flagellation is too mechanical to show specific stylistic characters. Alternative 
attributions have been advanced from time to time: to Angelo Caroselli, to Giovanni Tommaso 
Passaro (to whom no works have yet been assigned and who was Vaccaro’s first master), and to 
Alonzo Rodriguez. For the critical history of the attributions, see Porzio, Flagellazione, p. 60. 

12. Ferdinando Bologna, Battistello Caracciolo e il primo naturalismo a Napoli, Castel Sant’Elmo, 
Naples (Naples, 1991) p. 154; p. 83, pl. 23; p. 129, figs. 130–131. A later version of David in quite 
poor condition was in the Los Angeles County Museum of Art until its deaccession in 2014. This 
work was published in Bologna, Battistello, p. 154; p. 129, fig. 130, as being in an unknown location. 
It was offered in 2014 in New York (Sotheby’s, Old Master Paintings, January 1, 2014, lot 252). The 
attribution to Andrea Vaccaro was endorsed in the sale catalogue entry by Nicola Spinosa, who 
dated the picture “to the early 1630s.”

13. Nicola Spinosa, Ribera (Naples, 2003) p. 340, A296; idem, Ribera, rev. ed. (Naples, 2006) 
p. 377, A327; oil on canvas, 182 x 125.5. Spinosa reports the provenance of the painting as in the 
Palazzo del Cappello Nero, Venice, until 1929, and then its appearance in a Boerman sale (Brussels) 
on March 3, 1929, lot 20. I saw it firsthand in London, in the Sotheby’s sale of December 14, 2000, 
lot 77.

14. The painting is now in a private collection and was previously attributed to the Master of 
Fontanarosa. For the attribution to Vaccaro, see Lattuada, Percorsi di Andrea Vaccaro, p. 71; p. 73,  
n. 49; p. 74, fig. 60; oil on canvas, 106 x 77 cm.

15. Riccardo Lattuada, Andrea Vaccaro, Saint Laurent, in Peintres caravaggesques italiens: Peintres 
de la réalité, Galerie G. Sarti, 137, Rue Faubourg Saint-Honoré (Paris, 2013) pp. 110–115, no. 12; oil 
on canvas, 160 x 99 cm. I studied this painting in 2010.

16. This is hard to see in the reproduced image, but firsthand inspection reveals it.
17. On Geneva’s Triumph of David, see Lattuada, Percorsi di Andrea Vaccaro, p. 90, n. 97; see also 

Victor Lopes, Andrea Mantelli, Stefano Volpin, Maddalena Rudloff-Azzi, in Frédéric Elsig-Mauro 
Natale, eds., Peintures italiennes et espagnoles, XIVe–XVIIIe siècles, Genève, Musée d’Art et d’Histoire 
(Cinisello Balsamo, 2015) pp. 169–171, no. 168.

18. Sotheby’s Florence, Salvatore e Francesco Romano: Antiquari a Firenze. A Century as Antique 
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Dealers at Palazzo Magnani Feroni, December 15, 2009 (Florence, 2009) lots 595–596; oil on canvas, 
both 97 x 120 cm.

19. My attribution to Vaccaro was listed in 2010 at The European Fine Art Fair (T.E.F.A.F.) 
in Maastricht, when the pair were exhibited at Rob Smeet Gallery’s stand. Viviana Farina, Al 
sole e all’ombra di Ribera: Questioni di pittura e disegno a Napoli nella prima metà del Seicento 
(Castellammare di Stabia, 2014) p. 191, fig. 240, reproduced a detail of the two soldiers at the far 
right of The Martyrdom of Saint Bartholomew and dated the work in the caption as “sul 1640” 
without any further comments.

20. The soldier’s head in profile in the Saint Stephen Taken to the Martyrdom was reused by 
Vaccaro with variants in his later Martyrdom of Saint Sebastian (Paris, Galerie Maurizio Canesso). 
See Lattuada, Percorsi di Andrea Vaccaro, pp. 58–60, nn. 16–17, fig. 38.

21. If it is true that the man with a beret in the Martyrdom of Saint Stephen is to be identified 
with Saul, it is tempting to see in this figure a self-portrait of Andrea Vaccaro, although his features 
appear completely different in the only self-portrait known of the artist (Naples, Church of San 
Giovanni Battista delle Monache), dated circa 1664–1666, when the artist was about sixty years old. 
See Vincenzo Pacelli in Civiltà del Seicento a Napoli, Naples, Museo di Capodimonte (Naples, 1984) 
vol. 1, pp. 492–493, no. 2.269, illustrated.

22. See, for example, Benedict Nicolson, Caravaggism in Europe (Turin, 1990) fig. 317 for 
Manfredi’s work, and figs. 603–609 for Tournier’s. 

23. See, for example, respectively, Nicola Spinosa and Alfonso Emilio Pérez Sánchez in Jusepe 
de Ribera, 1591–1652, Naples, Castel Sant’Elmo (Naples, 1992) pp. 112–115, n. 1.1; and p.127, n. 
1.9, illustrated; Gabriele Finaldi in Nicola Spinosa, ed., Il giovane Ribera tra Roma, Parma e Napoli, 
1608–1624, Museo di Capodimonte (Naples, 2011) pp. 180–189.

24. Stefano Causa, Battistello Caracciolo (1575–1635): L’opera completa (Naples, 2000) p. 198, 
A91; p. 293, fig. 284; for the Salomè, p. 187, no. A52; p. 262, fig. 232.

25. Oil on canvas, 180 x 232 cm. See Andrea Bacchi in Iriarte: Antico e moderno nelle collezioni del 
Gruppo IRI, Rome, Palazzo Venezia (Milan, 1989) pp. 38–42, no. II.7, illustrated.

26. Rosanna Gnisci in Angela Carotenuto, Antonio Cassiano, and Fabrizio Vona, eds., Echi 
caravaggeschi in Puglia, Lecce, Chiesa di San Francesco della Scarpa and Bitonto, Galleria Nazionale 
della Puglia “Girolamo e Rosa Devanna” (Irsina, 2011) pp. 24–27, no. 9, with previous literature and 
a credible dating around 1631.

27. Causa, Battistello Caracciolo, p. 190, no. A63; p. 209, fig. 243. 
28. Gabriele Finaldi and Pietro Novelli, The Raising of Lazarus, in Italian Masterpieces from 

Spain’s Royal Court, Museo del Prado, National Gallery of Victoria (Melbourne, 2014) p. 134, with 
previous bibliography. Finaldi dates this work ca. 1635–1640. A later reflection of this figure appears 
also in the Martyrdom of Saint Sebastian at Nicosia, Church of San Nicola di Bari, sacristy, recently 
attributed to Vaccaro and dated circa 1640–1645 by Farina, Al sole e all’ombra di Ribera, p. 190, fig. 
239; p. 238, n. 492.

29. Lattuada, Percorsi di Andrea Vaccaro, p. 51; p. 53, fig. 31. Sotheby’s New York, January 24, 
2002, lot 211, attributed to Massimo Stanzione; 102.9 x 121.6 cm. The image was kindly provided by 
George Gordon. My attribution to Andrea Vaccaro was communicated in a saleroom note. After the 
sale, as far as I can tell, this work has never reappeared.

30. Oil on canvas, 198 x 156 cm. Sergio Ortolani, La pittura napoletana del secolo XVII, in Sergio 
Ortolani, Costanza Lorenzetti, and Michele Biancale, La mostra della pittura napoletana dei secoli 
XVII–XVIII–XIX, Museo Civico di Castelnuovo (Naples, 1938) p. 323, attributed the painting to 
Pietro Novelli. Giuseppe De Vito, “Appunti per Andrea Vaccaro con una nota su alcune copie del 
Caravaggio che esistevano a Napoli,” Ricerche sul ʼ600 napoletano: Scritti in memoria di Raffaello 
Causa (1996) p. 100, was the first to attribute it to Andrea Vaccaro and to compare it with the artist’s 



69

RICCARDO LAT TUADA

69

RICCARDO LAT TUADA

works of the fifth decade of the Seicento. Nicola Spinosa, Pittura del Seicento a Napoli da Caravaggio 
a Massimo Stanzione (Naples, 2010) p. 421, no. 456, agreed on Vaccaro and dated the painting circa 
1640, as did Achille della Ragione, Andrea Vaccaro: Opera completa (Naples, 2014) pp. 25–26. De 
Vito (followed by Spinosa and della Ragione) compares the Leonetti painting with works by Vaccaro 
of the 1640s–1650s: too late for such a Caravaggesque work. Della Ragione compares it with other 
versions of the Raising of Lazarus (Indianapolis Museum of Art, formerly Algranti, Milan), but 
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Collection.
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los Museos de Osuna,” 13 (2011) pp. 66–73.

32. Causa, Battistello Caracciolo, p. 193, A74; p. 277, fig. 256; p. 183, A34; p. 245, fig. 208.
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34. Farina, Al sole e all’ombra di Ribera, pp. 72–97 for the interesting paragraph 1.5, Ribera e 

Guido Reni. The Denial of Saint Peter is reproduced on p. 14, fig. 78, and dated “sul 1650” at p. 82 
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supervision of Vincenzo Pacelli, in Mostra didattica di Carlo Sellitto, primo caravaggesco napoletano, 
Museo di Capodimonte (Naples, 1977) pp. 63–67, no. 1–1a.
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