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Introduction The Virgin’s Many Faces

Ruth just graduated from the NYU Conservation Program. She is IRR revealed several iterations of  © '._-jf- , 1 R TR Saint Jerome’s bent pose is found in
interning in Painting Conservation at the National Gallery of Art the Virgin’s head at different L5 o4 various forms in the oeuvres of both
until August and will begin a Painting Conservation fellowship at angles, finished to different ] e | Romanino and Moretto, such as the
the Metropolitan Museum of Art in September. This posteris degrees. The penultimate version ; o . Romanino’s circa 1524 Nativity in the
adapted from her 2023 ANAGPIC talk, focusing on the technical was painted to completion and i . e el National Gallery in London and
analyses that were incorporated in her Art History Master’s thesis. looks straight out at the viewer— . Moretto’s 1530-35 Nativity with
one eye is visible in the cleaned i e e Shepherds, Saint Jerome and a
The attribution of the Samuel H. Kress Foundation’s sixteenth- painting. The final tilted head fits 4 e 1 e Donor at the Pinacoteca Tosio
century ltalian altarpiece Madonna and Child Enthroned with Saint with Romanino’s early works. 7’ | _— Martinengo. The pose is a key £ _
James Major and Saint Jerome at the High Museum in Atlanta to However, the amount of lead white o element cited by attributions of IRR-1250-1510nmnm.
either Alessandro Bonvicino (circa 1498-1554), known as il used in the Virgin and Child’s g . al experts who attribute the painting to iotlyFughes-Raflet
Moretto, or Girolamo Romani (1484/7-1560), called Romanino, faces, particularly compared to e T - each artist. The infrared reflectogram
was disputed among art historians of the twentieth century and James and Jerome, confirmed with ... of the Kress painting reveals that the
remains so today. The painting is recognized as an important work X-ray, is far closer to Moretto’s Ot At . saint was initially drawn almost
of early Cinquecento Brescian art, and the two potential authors technique. It therefore appears i I 3 upright and that a change to the bent
are among the most influential artists of that school. While various that the design of the Madonna - R ' position was made once the painting
art historians have offered attributions, there has thus far been no comes from Romanino, but the : v B4 process had begun. This change is
systematic investigation of this painting. execution is by Moretto. The " A 7 strong evidence that the painting
number of attempts made to e A | predates the two artists’ other
aghely i N v% o Romanino, Moretto, Nativity,

Methods: Cross-section microscopy; Scanning electron foct the f s thi y Heoict y _ )
. . . . r I W r = . o
microscopy with energy dispersive X-ray spectroscopy; X- perfect the tace Suggests this wo RR-with edgesof  Cleaned State - epictions ot Jerome in such a pose Nativity, 1530-35,
IS €a rly In their oeuvres. face iterations Extra eye showing 1524, NG Pinacoteca Tosio

Radiography; Infrared Reflectography A London Martinengo

Altered Appearances -~ PERTER gL Distinctive Textiles

Cross-section: L g | | 3 _  O A |

3 - Blue paint SEM-EDS [N o | v & Ly SR T T SR B Cross-section:

2 _Silver leaf map with ) ¢ ' e /,7 b i : ' | s : =S . 4-Resinous copper (est.) glaze

1 — Mordant silverin o S v o , 1 P TR iy, S . " AP . 3-Pinkand green mixture, modelling

(Ground missing from sample) pink : " | kW R T 2 - Green base paint layer
MAG: 1800 x _D: 8.4 mm | ; R bl i L 1 - Ground

A cord tied around the Virgin’s waist and ending
with a tassel on the step is silver-gilt. The silver is
degraded and abraded such that the cord appears
to be predominantly the color of the mordant, with
some of the blue line details preserved on top of
the silver. In the early sixteenth century, the use of
metal leaf was falling out of fashion but was still A | £
incorporated in some of Romanino’s early | " v ld 8 The unusual canopy is reminiscent of Romanino’s
altarpieces. There is also gold applied with | . P ’ experiments with composition. The X-ray shows it
mordant on the edge of the Virgin’s mantle and in a3 » Is planned rather than a compositional change.
the decoration of the steps in the Kress painting. | ¥ Sl ’ However, the moderate success of the fabric’s

| E Td translucency, albeit marred by abrasion, suggests
early Moretto.

| Left: X-radiograph of canopy

Moretto gave great attention to textiles in his
paintings. He challenged himself to execute
dimensional but translucent fabrics against skies
and applied his skill in balancing colors to
renderings of shot silk.

Orpiment was identified in Saint James Major’s
robe. It has significantly deteriorated to form a | i, . .
brownish crust. In some areas, the crust was | | ' | Equally, the type of shot silk in the lining of the
previously scaped away, leaving only a very | , 1% Virgin’s mantle is seen in Moretto’s later works. The
minimal amount of paint through which the ground € SN g | layering of green and pink paint skillfully renders

is visible. Orpiment was imported to Venice from ey g &> - ! the play of light on the fabric, blending the lower
Asia Minor for use by artists, who valued its almost | ) AR T—— | layers while opaque highlights are used to show the
gold-like luster and brightness. YRR , ! f v silk catching the light.

Left: False Color Image produced with three IR bandpasses,
orpiment appears blue

Right: SEM-EDS with sulfur in . ‘ . i e - - g T A CrOS.S'Se?t'O-ni o
yellow, confirming orpiment B e Y e ST S 5 - Pink highlight, opaque with slight impasto

4 — Resinous copper (est.) glaze

3 - Pink and green mixture, modelling
2 - Green base paint layer

1-Ground

Cross-section:

2 — Yellow wet-in-wet over
red/orange

1 - Ground
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Madonna and Child with Saint James Major and Saint Jerome Before Treatment Photography
Molly Hughes-Hallett

ltalian, early 16" century Digitally brightened for legibility
Oilon Panel, 148.9x138.4 cm

High Museum of Art, Kress Collection K1630
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and their disparate distances " SN | e N R analysis is the extent of revisions made during the painting parficularly meeJllow Class of 2024S§1\;iqlbers Em;a Hartmuanl an Laura

from the top and bottom edges A 17 =2 process, indicating an artist early in their career and, | suggest, a

e %" 4 R _ , ) Bergmann and Painting Conservation classmates Laura Le and Amalia
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