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ABSTRACT 

 

 

 

Between the 18th and 19th centuries, Naples and its kingdom were a lively 

hub for the antiquarian milieu  both local and non-local. The Bourbon 

Crown made a noteworthy effort to safeguard the archaeological 

heritage of the State, especially following the beginning of the 

excavations in the Vesuvian sites: Herculaneum in 1738, Pompeii in 1748, 

and Stabia in 1749. In fact, these ´regi scaviµ were an allodial asset, 

meaning that they were a private property of the Bourbons.  

Focusing on Pompeii, its (re)discovery in 1748 had an immediate echo in 

the cultural background at the time, and was widely spread throughou t 

Europe. The extraordinary state of conservation of the artefacts 

recovered at Pompeii lured collectors from everywhere, who tried 

(successfully or not) to obtain some of these findings, despite the strict 

governmental regulations.  

The main aim of this w ork is tracking down the Pompeiana exported to 

European collections both public and private, during the span time 1748 -

1830, namely from the debut of the Bourbon investigations in the ancient 

Campanian city to the death of King Francis I, thus playing out almost 

in parallel to the evolution of the legal system governing the historical -

artistic heritage of the Neapolitan kingdom.  Another important objective 

is to define the modes that allowed collectors to enter into possession of 

such a kind of antiquities.  For each artefact taken into account, retracing 

its collecting itinerary is a fundamental goal; furthermore, identifying its 

contextual data is an intriguing challenge.  A meticulous archival 

research, mainly in the Archivio di Stato di Napoli  and the Archivio 

Storico del Museo Archeologico Nazionale di Napoli , has been essential 

to carry out the whole study.  
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PREFACE 
 

BETWEEN A CAUSE FOR REFLECTION AND  

A METHODOLOGICAL APP ROACH  
 

 

 

On June 17th, 1932, Giuseppe Ungaretti1, regarding the 

ruins of Pompeii visited as part of his  well -known trip to Southern 

Italy 2, mused about how dazed he was by «la città vuota e gli 

abitanti assenti, che in essa tutto evoca»3. With this aphorism, 

quoted from the reportage of his stop-over in the site published in  

the Gazzetta del Popolo: L³Italiano with the evocative title Mistero 

di  Pompei, the Italian author has incisively immortalised the 

dichotomy between ²empty³ and ²full³, between ²absence³ and 

²presence³, which arises · beyond the barriers of time · as one 

walks through the vestiges of the ancient Vesuvian settlement; a 

conflicting, if  (almost) always fascinating, experience4. 

                                                           
1 On Giuseppe Ungaretti see, in general, COLANGELO  2020; moreover, see 

DE MARCO 2008, pp. 57-84, PIERANGELI  2011, SACCONE  2012, LIVI  2016, 

ZOPPI GARAMPI  2018, AURIA  2019. 
2 On the odeporic event of Giuseppe Ungaretti in southern Italy dating 

back to 1932 see, lastly, DE MARCO 2008, pp. 57-84; furthermore, with 

particular regard to the Campanian archaeological sites visited by the 

literatus during that trip, see PIERANGELI  2011.   
3 Giuseppe Ungaretti, Mistero di Pompei, in Gazzetta del Popolo: 

L³Italiano, Anno 85, Numero 144, 17 giugno 1932, p. 3. 
4 There is no shortage of dissenting opinions, so much so that, exempli  

gratia, the French writer Clément Eugène Jean Maurice Cocteau (see 

DOTOLI - DIGLIO  2007, DIGLIO - DOTOLI - PETRILLO 2009, MARNY  2013, 



2 
 

The feeling of ²absence³ that resounds in the background 

of a Pompeian excursion, antithetically emphasised by the 

multitude of preserved immovable remains, is sharpened by the 

atavic unavailability of an adequate  museum in loco for the 

plethora of movable findings discovered (and still being 

discovered). The vast majority of them, since the exploratory 

debut of the site under the patronage of King Charles VII of 

Bourbon5 in 1748, have been subject to a systematic process of 

²decontextualisation³ from the excavation site. Indeed, these 

artefacts were first transferred to the Herculanense Museum of 

Portici and later then · still up until the beginning of the 80s of the 

last century · to the archaeological museum of Naples, hence 

thwarting the proposal · or rather, the utopia · of making Pompeii 

into an astonishing ²widespread museum³, as occurred to the 

French viscount François-René de Chateaubriand6 on the occasion 

of his visit there on January 11th, 18047. The Antiq uarium , 

                                                           

FULACHER - MARNY  2013, SCHEMBRI  2018) declared to his mother 

ÌPompĊi ne m³a pas ĊtonnĊÜ (letter from ClĊment Eugĉne Jean Maurice 

Cocteau to Marie Junia Émilie Eugénie Lecomte, Rome, March 13th, 1917 

published in CAIZERGUES - CHANEL  1989, p. 306).   
5 See infra . 
6 On François-René de Chateaubriand see GALLETIER  1934, BERTRAND 

2001, CLÉMENT  2007, BERCHET 2012, CATEL  2016, Chateaubriand 2019, 

VILLANI  2019. 
7 «En parcourant cette cité des morts, une idée me poursuivoit. A mesure 

que l'on déchausse quelque édifice à Pompeïa, on enlève ce que donne 

la fouille, ustensiles de ménage, instruments de divers métiers, meubles, 

statues, manuscrits, etc., et l'on entasse le tout au Musée Portici. Il y 

auroit selon moi quelque chose de mieux à faire: ce seroit de laisser les 

choses dans l'endroit où on les trouve et comme on les trouve, de 

remettre des toits, des plafonds, des planchers et des fenêtres, pour 
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established around the years 1873-1874 near the so-called Porta 

Marina , is proportionally  small compared to the size and richness 

of the archaeological site, and appears to be only a feeble · 

although significant · palliative measure, despite its current 

prestige. This was acquired thanks to the former management 

preceding its reopening in 2016, a happy ²awakening³ after the 

prolonged ²lethargy³ induced by the 1980 earthquake8. 

And so, due to the painful detachment between the context 

and its objects · which, of course, finds full justification from the 

point of view of the historical process that took place ·, «Il 

patrimonio pompeiano è solo in parte composto dalle case, dalle 

botteghe, dai luoghi pubblici, che quotidianamente migliaia di 

turisti vi sitano. La restante parte vive una vita più oscura, 

suddivisa tra il Museo Nazionale di Napoli e i vari depositi [¦] 

[di] Pompei [¦]. é un patrimonio di oggetti capace di completare 

quanto si conserva sul sito e dalle cui relazioni è possibile trarre 

tante storie»9. With this irreproachable consideration, Massimo 

Osanna and Giovanni Nistri presented in 2015 the catalogue 

volume of the exhibition Pompei e l³Europa 1748-194310, which 

                                                           

empêcher la dégradation des peintures et des murs; de relever the 

ancienne enceinte de la ville, d'enclore les portes, einfin d'y établir une 

guarde de soldats avec quelques savants verses dans les arts. Ne seroit-

ce pas là le plus merveilleux Musée de la terre? Une ville romaine 

conservée toute entière, comme si ses habitants venoient d'en sortir un 

quart d'heure auparavant! » (CHATEAUBRIAND  1826-1831, VII, p. 231). 
8 For more information on Pompeii³s Antiquarium , refer to the guide 

published by OSANNA - PESANDO - TONIOLO  2020.    
9 OSANNA - N ISTRI 2015, p. 9. 
10 Pompei Europa 2015. The exhibition was accompanied by a 

conference, the proceedings of which have been published by OSANNA  

et alii  2016. 
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gathered ´many storiesµ from Pompeii that had taken place on the 

European stage over the course of almost two centuries, through 

expositive itineraries distributed with good reason between the 

ruins of  Pompeii and the museum of Naples. Indeed, the narration 

that Pompeii has always offered is protean, and therefore the 

subject of an immense and disparate scientific literature11, 

reaching far beyond the local borders as well as the strictly 

archaeological sphere, intersecting a broad variety of artistic-

cultural sectors.      

The stimulating collage of the themes embraced by the 

aforementioned exhibition served as food for thought for the 

beginning of this research. In fact, the presence, among the 

material on exhibition, of some Pompeian artefacts lent for the 

occasion by The British Museum  of London 12 and the Louvre  of 

Paris13 · temporarily returned for the first time to the Vesuvian 

area after their nineteenth-century exportation · highlighted the 

existence of a further segment of the ²disjointed heritage³ of 

Pompeii, namely that of artefacts alienated to foreign collections 

                                                           
11 Numerous texts concerning Pompeii are included in the useful 

bibliographic repertoire of Vesuvian antiquities called Nova Bibliotheca 

Pompeiana, published by Laurentino García y García: GARCÍA Y GARCÍA  

1998 (first edition), GARCÍA Y GARCÍA  2012a (supplement), GARCÍA Y 

GARCÍA 2012b (digital edition).  
12 London, The British Museum, invv. 1840,1215.41 + 1859,0216.1 

(bilobed jug in cameo glass: Pompei Europa 2015, p. 208, cat.2.56 (D. 

Booms), 1856,1226.1671 (oscillum  figured in marble: Pompeii Europa 

2015, p. 206, cat. 2.54 (D. Booms), 1859.0716.2 (female bust in terracotta: 

Pompei Europa 2015, p 194, cat.2.43 (D. Booms), 1868.0501.153 (model of 

a glass boat: Pompei Europa 2015, p 88, cat. 1.40 (D. Booms).  
13 Paris, Musée du Louvre , inv. Br 1108 (bronze gladiatorial helmet: 

Pompei Europa 2015, pp. 322-323, cat. 3.55 (L. Gallo); see db. FR 003). 
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both public and private. They undoubtedly show in the most 

direct way the impact of the Campanian archaeological site 

outside the Italian peninsula. This is generally known 14, but has 

never been analysed in detail; therefore, this aspect represents the 

novel contribution of this work.  

Along the lines of the Pompeii/Europe interrelation, the 

old continent is here also considered as the geographic coordinate 

within which the foreign Pompeiana are investigated · starting 

with the assumption that those that ended up in extra -Neapolitan 

collections in Italy are in any case reputable as national cultural 

heritage, from a contemporary perspective ·, though  considering 

specimens that ended up even in the Americas, subsequent to the 

period under examination (fig. 1)15. The time range adopted in this 

                                                           
14 The dissemination abroad of some Pompeian antiquities is ascertained, 

in particular · though with lacunae and inaccuracies ·, in the ambitious 

(and very useful) work of recontextualisation of movable findings 

recovered from Bourbon excavations in the Neapolitan kingdom: 

PAGANO - PRISCIANDARO  2006, I, pp. 9-176; II, passim        
15 The most remote attestation of Pompeian artefacts that made their way 

to the opposite shore of the Atlantic would consist of several bronze 

objects that King Ferdinand II of the Two Sicilies (see infra ) gave as a 

dowry to his sister Teresa Cristina of Bourbon (see Afrescos Pompéia 

2005, AVELLA  2012a, AVELLA  2012b, CUSATI 2012, CORDISCHI 2012, 

FERREIRA DOS SANTOS 2018) in 1843. Shortly thereafter, that same year, 

left for Brazil having become empress consort (Naples ASN, Ministero 

della Pubblica Istruzione , Real Museo Borbonico e Soprintendenza 

Generale degli Scavi, b. 349, fasc. 20  + Naples ASMANN, III C5, 35 cited 

in CORDISCHI 2012, pp. 73-74); the above-mentioned Pompeiana, 

analogously with others that came as a gift from the same Neapolitan 

monarch already in 1856 (Naples ASN, Archivio  Borbone, b. 778, cc. 348r, 

351r-352r, 354r, 357r-357v, 397r, 398r-398v published in CORDISCHI 2012, 
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research as a chronological coordinate logically starts with the 

Bourbon (re)discovery of Pompeii in 1748 and ends with the death 

of King Francis I of the Two Sicilies16 in 1830, thus playing out 

almost in parallel to the evolution of the l egal system governing 

the historical -artistic heritage of the Neapolitan kingdom, as 

outlined in 1999 by Paola D'Alconzo in L'anello del re17. This 

cornerstone book, indeed, ends in 1824, the last year of the rule of 

King Ferdinand I of the Two Sicilies 18, but the matter of the foreign 

flow of Pompeian antiquities has revealed how much of his work 

is linked to that of his son Francis, who intervened in two paternal 

donations, integrating the first when he was still hereditary 

prince19 and concluding the second after he became sovereign20.  

                                                           

pp. 72-73 + Naples ASMANN, III C6, 22 cited in CORDISCHI 2012, pp. 73-

74), later passed to the Museu Nacional  of Rio de Janeiro in 1889. It was 

sadly destroyed by the fire in 2018.  

The extra-European migration of Pompeian pieces, would have also 

involved the African continent as evidenced by the artefacts that in 1833 

Pietro Bianchi (see, in general, VENDITTI  1968; moreover, see JACQUES - 

PINON  1981, pp. 283-284 s.v., OSSANNA CAVADINI  1995, M ILANESE 2003) 

· architect director of the Pompeii ruins ·, gave as a present to Selim Agà 

· emissary of the Bey of Tunis Al -Husayn II ibn Mahmud · without royal 

authorisation, traces of which have unfortunately been lost ( Napl es 

ASN, Minist ero degli Affari Interni , Inventario I , ́ Antichitā e belle artiµ, 

b. 1001, fasc. 6b cited in Fonti documentarie  1979, p. 127, n. 79, PAGANO  

1995, p. 154; cf. PAH  1860-1864, II.5, p. 278).  
16 See infra . 
17 D'A LCONZO  1999. 
18 See infra . 
19 See doc. 07. 
20 See doc. 08. 
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Divided into three consecutive blocks of time 

corresponding to as many chapters · archaeological pioneering 

(1748-1799), the French interval (1799-1815), the Bourbon return 

(1815-1830) ·, the text aims to clarify the differen t dynamics of the 

phenomenon under investigation, with the consideration of any 

continuity and/or discontinuity in the selected timespan. The aim 

is to start the reconstruction of a situation that · upon closer 

examination · still persists today, unfortuna tely due to thefts, 

especially through the deplorable vice of some tourists (already 

found in events by ²ancestors³ from the eighteenth-nineteenth-

century) to steal fragments during their visit to Pompeii 21.       

To fully understand the ²Pompeii effect³ throughout 

Europe from around the middle of the 18 th to the third decade of 

the 19th century in the practice of collecting, it is essential to outline 

which and how many artefacts were handled in that antiquarian 

mechanism. Tracing was carried out by follow ing, in accordance 

with the cases, two inverse lines in relation to Pompeii: from the 

Italian site to the European collections or from the European 

collections to the Italian site.   

In addition to the scrupulous bibliographic scrutiny 

concerning both directions of movement, in the centrifugal sense 

it has been fundamental to start from the documentary study 

carried out between the Archivio di Stato di Napoli  and the 

Archivio Storico del Museo Archeologico Nazionale di Napoli . It 

is there that, the survivin g papers, produced by the bureaucratic 

organs in the Neapolitan kingdom at that time,  can be consulted, 

                                                           
21 CANGIANO  2016 addressed this matter, focusing on the anthropological 

implications of the frequent returns of loot by repentant culprits, 

motivated by the superstitious belief that Pompeian stolen goods are a 

source of curse. 
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from which information concerning the matter under examination 

can be obtained. The cross-analysis of the files kept in the two 

archives therefore made it possible to find, and often to bring 

together at least virtually · since they also make up a sort of 

²disjointed heritage³ ·, an important (and almost completely 

unpublished) group of dossiers, of which the faithful transcription 

is provided in the corresponding appendix 22.  

Conversely, in the centripetal sense, the gaze was 

primarily directed towards the myriad of archaeological 

collections scattered throughout Europe, sifting · as far as 

possible · through inventories and catalogues in search of any 

useful data, with due attention to the critical issue of irrefutably 

clarifying the ²Pompeianity³ of the identified objects, since «The 

indication of their provenance from the Vesuvian cities was often 

utterly false and the pieces were so labelled only to increase their 

value and importance in the eye of the purchaser»23. In any case, 

in order to fully unfold the general complexity of the study, an 

²inclusive approach³ was chosen, although with the necessary 

caution, discarding only what is certified not to  be from Pompeii. 

Whichever of the two routes is followed, the retracing of 

the collecting path sometimes unfortunately runs into unknown 

                                                           
22 See Appendix Documents. It is necessary to warn that the conspicuous 

quantitative discrepancy between eighteenth -century (docs. 01-02) and 

nineteenth-century (docs. 03-14) documentation depends on the 

accidents suffered by the Neapolitan state archive during the Second 

World War, in particular the fire set by the Germans in 1943, which 

unfortunately destroyed several files from the 18 th century pertaining to 

the Segreteria di Stato di Casa Reale (cf. ALLOCATI  1967; also, see 

FILANGIERI  1953, p. 295 and, lastly, SALEMME  2020, p. 248). 
23 DODERO 2019, p. 248. 
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junctions along the way or, worse, abrupt interruptions. The 

crucial fil rouge , however, is found in the fact that th e Pompeian 

exported artefacts move into a new stage of their ´biographyµ, 

taking further ´meaningsµ, next to the their intrinsic 

archaeological significance, «through the social interactions they 

are caught up in. These meanings change and are renegotiated 

through the life of an object»24. This phase of the object's ´lifeµ · 

which, in a diachronic succession of geolocations, comprises the 

mode of acquisition, the export channel, the sequence of 

ownership, the practice of musealisation · is contained under the 

term ´provenanceµ, while the indication of the place of discovery 

· which in the specific case, at a contextual macro level, is Pompeii 

· is classified under the term ´provenienceµ25. 

In order to optimise the organisation of information 

relevant to these Pompeiana, an electronic database26 has been 

prepared for items that have been successfully found27, 

nevertheless giving ample space in the text also to what, with a 

German word, can be designated as ´verschollenµ28. Each 

                                                           
24 GOSDEN - MARSHALL  1999, p. 170, advocates of the notion of ´cultural 

biographyµ of the objects enucleated in the book edited by APPURADAI  

1986, specifically in the essay by KOPYTOFF 1986. Contra the metaphor of 

the ´biographyµ, HANS - WEISS 2013 propose the idea of the ´itineraryµ.       
25 On the differentiation of ´provenanceµ/µprovenienceµ in the 

archaeological field, see JOYCE 2012. 
26 See Database (CD-ROM attached). For the creation of this database 

Microsoft Excel was preferred because of its interoperability, which 

would facilitate the desirable future realisation of an open  access web 

platform.  
27 Based on the processing criteria, the database is consistent with the 

definition of ´practical listµ formulated by ECO 2009, pp. 113-129. 
28 Cf. SAVOY  2017, p. 28. 
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concretely identified artefact is recorded with a unique 

alphanumeric code · two letters corresponding to the ISO of the 

nation hosting the object and three digits corresponding to the 

progressive numbering that counts from the beginning for each 

country (e.g. AA 000) ·, in the database, which is structured in 

four separate but interconnected sections: Object Data, Excavation 

Data, Collecting  Data, Bibliographical  Data. This digital tool is by 

no means an arriving point, but it is a starting point that, as the 

choice of the open cataloguing system suggests, needs to be 

expanded to items that have not yet been catalogued, and, 

perhaps, to what has migrated after 1830.    

The Pompeian antiquities belonging to the history of 

collecting, in essence, are ascribed to the now well-known 

category of semiophores29, above all having represented for the 

owners the vivid emotional connection with the extraordinary 

Vesuvian archaeological site. And since · to quote the German 

thinker Walter Benjamin 30 · «Every passion borders on the 

chaotic, but the collection³s passion borders on the chaos of 

memories»31, fragmenta then became memorabilia . 

 

 

 

 

 

 

 

                                                           
29 Cf. POMIAN  1989. 
30 On Walter Benjamin see EILAND - JENNINGS  2014, FEDERICI 2017, JÃGER 

2017, GRUNENBERG 2018, GROSSI 2019. 
31 BENJAMIN  1969, p. 60. 
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Figure 1 - Wall -Painting in Fourth Style depicting a phytomorphic 

candelabrum with a peacock on each side, Pompeii, 62-79 AD  

(destroyed; Rio de Janeiro, Museu Nacional, s.inv.). 

© Rio de Janeiro, Museu Nacional  
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CHAPTER 1 
 

FROM THE ENTERPRISE OF K ING CHARLES 

TO THE NEAPOLITAN REPUBLIC (1748-1799)  
 

 

 

1.1 A brief historical -cultural premise  

 

 

The devastating eruption of Mount Vesuvius that occurred 

on 24 October 79 AD32 condemned Pompeii · together with the 

neighboring towns · to a sort of damnatio memoriae decreed by 

nature. Indeed, a blanket of ashes, pumice and lapilli sealed that 

ancient city, relegating it for centuries almost to oblivion . Indeed, 

only in the Italia ill vstrata published by Biondo Flavio 33 in 1474, 

the site of the disappeared Pompeii was topographically located 

precisely at the mouth of the Sarno river, thanks to the critical 

acumen of the humanist from Forlì, who rejected the hypothesis 

of its location near the Torre di Ottavo (presently Torre del Greco),  

communis opinio  of the Neapolitan  scholars of the time34. 

                                                           
32 On the exact date on which the Vesuvian catastrophe occurred, see the 

dissertations by BORGONGINO - STEFANI  2001-2002 and STEFANI - 

BORGONGINO  2007, updated in BORGONGINO - STEFANI  forthcoming ; 

additional confirmation is now provided also by OSANNA  2019, pp. 146-

151, PAPPALARDO 2019 and OSANNA - AMMANNATI  forthcoming . 
33 On Biondo Flavio see, in general, FUBINI  1968; moreover, see 

MAZZOCCO - LAUREYS 2016. 
34 FLAVIO  1474, pp. [337-338]. 
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Already during the early modern age were there sporadic 

discoveries of antiquiti es on the so-called Civita, in the estate of 

Torre dell'Annunziata, deriving essentially from agricultural 

works carried out in the cultivated plots that covered the hill, 

whic h retained in their  toponym the memory of a city center. The 

results of these primordial, almost fortuitous, forays into the 

Pompeian ruins are unfortunately still very unspecified 35, but no 

                                                           
35 This is not the occasion to trace the history of pre-Bourbon excavations 

in Pompeii. In the absence of an adequate organic discussion about this 

topic, see the brief summary outlined by DE CARO 2013, pp. 14-15. Some 

further element in this regard emerges in the contributions by 

D³ESPOSITO - MUSCOLINO  2019 and OSANNA - D³ESPOSITO - MUSCOLINO  

Figure 2 - Henry Tresham, Grand Tourists purchasing antiquities ,  

pen and ink / grey wash, 1790 ca. (London, private collection). 

from Grand Tour 1996, p. 218, n. 165 (A. Wilton)  
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doubt they gradually forged the awareness of the archaeological 

value of that place, so that since the early eighteenth century, 

borrowing the words of Stefano De Caro, «la presenza di antichità 

sepolte nell³area vesuviana doveva essere un dato ben noto 

nell³ambiente culturale napoletano, soprattutto in quello dei 

numerosi collezionisti di antichità» 36. 

Antiquarian collecting, on the other hand, was an age-old 

custom in the Neapolitan context that had its roots in the 

Aragonese period37. This collecting was able, among other things, 

to constantly feed on the huge archaeological reservoir 

constituted by the territories of the Kingdom of Naples. Foreign 

collectors joined their local counterparts , in particular following 

the increasingly frequent inclusion of the South of Italy in the 

itineraries of the Grand Tour 38. Eighteenth-century Naples, 

therefore, became the scene of fervent collecting activities39, luring 

                                                           

2020, presentations of the preliminary data of the investigations 

underway in the area of the so-called "cuneo" in the Regio V. 
36 DE CARO 2013, p. 15. 
37 For a detailed examination of antiquities collecting in Naples from the 

fifteenth century until the end of the viceregal era, see IASIELLO 2003. 
38 In the vast bibliography concerning the Grand Tour in Italy, with 

specific reference to such odeporic phenomenon in Campania, see 

KNIGHT  1995, FINO  2010 and, lastly, CIOFFI et alii  2015. 
39 Although there is a lack of a systematic (undoubtedly complicated) 

work on the collecting of antiquities in e ighteenth-century  Naples, for a 

general picture the review by CAPASSO 1901, pp. 256-259 is still 

considered a valid starting point; the essays by HASKELL 1979 and also 

by RAO  2007 are more recent, albeit equally concise. The scientific 

literature dedicated to certain categories of collections is more 

conspicuous (see, lastly, RUOTOLO  1999, pp. 27-48 for coins and medals, 

DODERO 2019 for marbles, MASCI 2014a, pp. 284-286, 292-294  for vases) 
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to the city many foreign amateurs eager to obtain artefacts to be 

exported with pride to form, or in an y case refurbish, their own or 

someone else³s private museum (fig. 2). In this regard, the famous 

episode of the adventurer Emmanuel Maurice de Lorraine, better 

known as Prince of Elb½uf, is paradigmatic · moreover with a 

certain contextual as well as thematic assonance with the subject 

of this research ·40. The French aristocratic exile was appointed in 

1707 as lieutenant general of the Austrian cavalry in Naples . 

Between 1710 and 1711, he undertook the exploration of the area 

in Portici corresponding to the scene of the theatre of 

Herculaneum  through the descent into a well 41, the same from 

which in 1738 the amazing season of Bourbon Vesuvian 

archeology officially began 42. Among the materials brought to 

                                                           

or to specific collections (see, lastly, DI FRANCO - LA PAGLIA  2019 for the 

museum of Giovanni Carafa, Duke of Noja).  
40 On Emmanuel Maurice de Lorraine, prince of Elb½uf see PAPACCIO  

1995.   
41 «Nel casale di Resina, con l'occasione di racconciare una cisterna, 

s'incontrarono alcuni marmi: il che diede impulso al Sig. Principe 

d'Elbeuf di farvi cavare a sue spese; e si crede esservi stato un Tempio 

dell'antica città detta Herculaneum , mentovata da Plinio, Cicerone, 

Mela, e Strabone» (Giornale de' letterati  1711, p. 399).   

For further information on the Herculaneum excavations carried o ut by 

the Prince of Elb½uf: PAGANO  1993, pp. 121-134; PAPACCIO  1995; DE 

CARO 1995, pp. 11-13; PAGANO  1998, pp. 155-159; PAGANO - BALASCO  

2000, pp. 11-15, 101-108; DAEHNER  2008b, pp. 6-11; ÖZGENEL 2008, pp. 8-

9; DE CARO 2011, pp. 22-23; DE CARO 2013, p. 16.     
42 A recent overview of the start of researches on Vesuvian sites is 

outlined by SAMPAOLO  2016 (with previous bibliography); the early 

sharing of their knowledge is addressed by GUZZO  2018 (with previous 

bibliography).  
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light by the excavators on the payroll of the Prince of Elb½uf, the 

famous three Herculaneum  Women deserve mention43, since 

these admirable marble statues were clandestinely sent by the 

discoverer44 in 1713 to Vienna as a gift for his cousin, the Prince 

Eugene of Savoy45, supreme commander of the imperial troops  of 

                                                           

Shrewd is the critical comment by ZEVI 1980, p. 58: «La storia degli scavi 

[¦] delle [¦] cittā vesuviane, sotto i primi Borboni, puē riguardarsi 

come la sconcertante e curiosa vicenda di un³impresa archeologica, che, 

per la larghezza di mezzi e ampiezza di prospettive non aveva riscontro  

nel passato nĊ equivalente altrove [¦] una vicenda che, pur nelle molte 

occasioni perdute, resta pur sempre la massima operazione della 

²antiquaria³ del secolo, e, comunque la si riguardi, una delle tappe 

fondamentali dell³archeologia di ogni tempoÜ. 
43 DAEHNER 2008a has edited a volume specifically reserved for the 

exhaustive study of these sculptural works, from which the two statuary 

types of the Large Herculaneum Woman and Small Herculaneum 

Woman take their names; see also DAEHNER  2013. 
44 The Croatian scholar Egon Caesar Conte Corti, in a letter from Vienna 

dated 11 February 1939 addressed to the then director of the 

Skulpturensammlung  of Dresden Walter Müller, asserted that «Der 

Prinz [d³Elb½uf] hat aber die ganze Sache streng geheimgehalten, denn 

er hatte Angst, dass ihm die Neapolitaner in den Arm fallen. So wurden 

auch die Statuen ganz im Geheimen, scheinbar auf einem 

österreichischen Kriegsschiff als Eisenfracht deklariert, nach Wien 

gesandt, um dem Prinzen Eugen, von dem d³Elboeuf damals 

Avancement, sowie Anerkennung einer weitschichtigen Savoyischen 

Verwandtschaft mit ihm haben wollte, geschenkt zu werden» (Dresden 

KB, Herrmann -Akte 326 cited in KNOLL  2008, pp. 19-20). 
45 On Eugene of Savoy see PAOLETTI  2001, PIGAILLEM  2005, DIEKAMP  2007, 

COMOGLIO  2010, HUSSLEIN-ARCO 2010, SPANTIGATI  2012, KRAMAR - 

MAYRHOFER 2013. 
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Joseph I of Habsburg46. The sculptures remained in the Belvedere, 

Eugene of Savoy's summer residence, until his death in 1736. They 

were sold for 6000 crowns or florins by the heiress granddaughter 

Maria Anna Vittoria to the King of Poland Augustus III 47, who 

then sent them to Dresden48, where they are now exhibited in the 

Skulpturensammlung  (fig. 3)49. 

This affair sheds the light on a thorny issue that within a 

few decades would have laboriously committed the Bourbon 

government · that had settled in Naples since 1734 ·, that is to say 

the management in toto of the archaeological heritage of the 

kingdom. In fact, the fascination with the discovery of 

Herculaneum made the Neapolitanan milieu  an increasingly 

attractive center for antiquarians (in the semantic multiplicity of 

the term: scholars, collectors, merchants)50. This attraction was 

further amplified by the grown  interest in the products of material 

culture  · in addition to the usual ones of artistic culture  ·51, which 

                                                           
46 On Joseph I of Habsburg see INGRAO  1982, GRÖGER 2011. 
47 On Augustus III of Poland see STASZEWSKI 1996, August III  1996, HERES 

2004.  
48 The collecting iter  of the three Herculaneum Women is meticulously 

retraced by KNOLL  2008. 
49 Dresden, Staatliche Kunstsammlungen Dresden - 

Skulpturensammlung , invv. Hm 326, Hm 327, Hm 328.  
50 For a brilliant dissertation about the eighteenth -century Neapolitan 

context as a sort of antiquarian ´laboratoryµ, see the essay by SCHNAPP  

2013. For an overall look, instead, at the city of Naples · and, more 

generally, on the Kingdom of which it was the eponymous capital · in 

the 18th century, see the miscellany edited by IMBRUGLIA  2000. 
51 Hermeneutic notes on the dichotomy between artistic culture and 

material culture are offered by  MANNONI  2003. 
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the Vesuvian subsoil returned in copi ous quantities and in an 

exceptional state of conservation52. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                           
52 The subsequent attention to the testimonies of the material culture of 

the ancients is evident, in an emblematic way, in the installati on of the 

Bourbon collection in the  Herculanense Museum (see below), in which 

the third, fourth and sixth room were reserved for the exhibition 

of instrumentum domesticum  and the seventh room was even dedicated 

to the reconstruction of a Roman kitchen excavated in Pompeii, a 

prototypical example, among other things, of museum reproduction of 

a context (ALLROGGEN-BEDEL - KAMMERER-GROTHAUS 1980, p. 203; 

REPRESA FERNÁNDEZ  1988, pp. 56-59, 64 [which indicates, however, the 

«cocina romana» in the sixth room] ; CANTILENA  2008, pp. 81-84).  

Figure 3 - The three marble statues known as Herculaneum Women, 

Herculaneum, 51-75 AD (Dresden, Staatliche Kunstsammlungen Dresden - 

Skulpturensammlung , invv. Hm 326, Hm 327, Hm 328). 

© Dresden, Staatliche Kunstsammlungen Dresden - Skulpturensammlung  
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1.2 The (re)discovery and management of Pompeian 

heritage 

 

 

It  is in this scenario that the 'king archaeologist' Charles VII 

of Bourbon53, informed about the  accidental findings of the 

military engineers during  the investigation of the water courses in 

the aforementioned area of the Civita  at Torre dell'Annunziata, on 

March 23th, 1748 gave the order to proceed formally with the 

excavations. These were finally started on April 1 st, 174854. The 

conduct of the work was entrusted to the  Spanish chief engineer 

Roque Joaquín de Alcubierre55, who was also architect director of 

the Herculaneum ruins at the time and thus already had 

experience in such a role. He was assisted by the Swiss Karl Jacob 

Weber56 from 1750, as subordinate architect, although the 

relationship between the two proved somewhat conflict ual (as it 

                                                           
53 On Charles VII of Bourbon see, in general, AJELLO 1977; moreover, 

see CARIDI  2014, CERULLO 2017, CIOFFI et alii  2018. 
54 For an intriguing account of the initial years of the Bourbon excavation 

activities in Pompeii, see PARSLOW 1995, pp. 44-46, 107-122 (with 

previous bibliography) ; see also FOSS 2007, pp. 28-32; ÖZGENEL 2008, pp. 

13-19.  
55 On Roque Joaquín de Alcubierre vd. FERNÁNDEZ  MURGA 1962, 

STRAZZULLO  1980, PARSLOW 1995, pp. 19-46, 60-68, STRAZZULLO  1997, 

STRAZZULLO 1999, CASIELLO - RUSSO 2003, HUERGA MELCÓN  2017. 
56 On Karl Jacob Weber see PARSLOW 1993, PARSLOW 1995, STRAZZULLO 

1999. 
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was with the subsequent assistant, the architect of Hispanic origin 

Francesco La Vega57). 

Unlike the bu rial conditions of Herculaneum , where 

exploration took place through the «dannato lavoro dei 

cunicoli»58, for Pompeii the operations proved less difficult,  

although diggings  en plein air  began not before 1763 (fig. 4). And , 

despite the sardonic opinion expr essed by Johann Joachim 

Winckelmann 59 according to which Alcubierre «mit den 

Alterth ümern so wenig zu thun gehabt hatte, als der Mond mit 

den Krebsen»60, the results achieved were immediately recognised 

                                                           
57 On Francesco La Vega see LENZA  2003, PEZONE 2003. 
58 MAIURI  1962, p. 116. 
59 The distinguished German scholar had the opportunity to visit the 

Vesuvian ruins and the Herculanense Museum during his four stays in 

Campania · February-May 1758, January-February 1762, February-

March 1764, September-November 1767 (cf. FERRARI 2017) -, establishing 

close contacts with the greatest exponents of the Neapolitan antiquarian 

community thanks to his  intellectual  auctoritas . 

The reference bibliography on the scholar is expansive, as well as in 

continuous production: among the recent contribution s, the biography 

made by HAUPT  2014, the epistolary (Italian edition) published 

by FANCELLI - RASPI SERRA 2016a, FANCELLI - RASPI SERRA 2016b, 

FANCELLI - RASPI SERRA 2016c, and miscellanies edited by FERRARI - 

OSSANNA CAVADINI 2017, HOLLER et alii  2017, VON HASE 2017, 

DEBENEDETTI 2018, CAMBI - CATALANO 2019, FERRARI 2019, GIANOTTI  

2019, DALLY - GAZZETTI - NESSELRATH 2021; finally, with specific regard 

to the interrelation  between Winckelmann and the contemporary 

Neapolitan archaeology, BRAGANTINI - MORLICCHIO  2019, VON HASE 

2020, CAPALDI  2020. 
60 WINCKELMANN  1762, p. 19. 
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to be of clear importance61. As such, they were intent on 

meticulously sifting through the site that still today is seen as «the 

quintessential example of a destruction and of an archaeological 

freeze-frame or time capsule»62.   

                                                           
61 The clever considerations by BOLOGNA  1979 · proposed again also by 

BOLOGNA  1993 · have explained that the Vesuvian discoveries had, 

besides, significant impact on the general (not only historical -

archaeological) culture of the eighteenth-century Europe. 
62 DRIESSEN 2013, p. 12 (in the context of an article speculating on the 

destructions as a peculiar archaeological phenomenon). Moreover, as 

early as 1787 Johann Wolfgang Goethe (see below) commented in 

his Italienische Reise about Pompeii, in more literary terms, that  «Es ist 

viel Unheil in der Welt geschehen, aber wenig, das den Nachkommen so 

viel Freude gemacht hätte. Ich weiß nicht leicht etwas Interessanteres» 

(GOETHE 2006, p. 161). 

Figure 4 - Pietro Fabris, The discovery of the Temple of Isis at Pompeii, buried 

under pumice and  other volcanic matter , etching with gouache, 1776  

(London WL, n. 43680i). 

© London, Wellcome Library  
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Even a man who was not an expert in the field such as King 

Charles immediately understood the scientific significance of the 

feat, while also sensing its unusual potential in the political field 

to increase the international prestige of the Neapolitan Bourbon 

house and its kingdom 63. The importance that the Crown 

attributed to Pompeian  · and overall Vesuvian  · antiquities, 

however, translated into the conferring upon them an aura of 

exclusivity . While it was certainly a state affair64, above all it 

remained a private affair, since those excavations were financed 

by the allodial funds ( that is in full and free ownership) of the 

Bourbon. The artefacts found were transported to the Royal 

Palace of Portici, where, in the southern wing , the «Re si è 

fabbricato un M useo in quattro anni, che altri Monarchi nel 

progresso di secoli non avranno il simile»65, as was reported to 

Anton Francesco Gori66 in a letter from Naples on November 27th, 

1747. This missive was published the following year by the 

Florentine intellectual in the Notizie del memorabile scoprimento 

dell³antica cittā Ercolano¦, cautiously omitting the identity of the 

sender, in all likelihood the co -founder of the Etruscan Academy 

of Cortona Ridolfino Venuti 67. In fact, that sector of the Portici³s 

villa would have functioned as a deposit for  the Herculaneum 

                                                           
63 An assessment of Charles VII of Bourbon's attitude towards Vesuvian 

archeology is provided by  ECHLIN  2014. 
64 CAYLUS 1752-1767, III, p. 143 remarked precisely that Ìl³AntiquitĊ ā 

Naples est un affaire d³EtatÜ. 
65 GORI 1748, pp. 20-21. 
66 On Anton Francesco Gori see, in general, VANNINI  2002; moreover, 

see MASCI 2003, DE BENEDICTIS - MARZI  2004, GAMBARO  2008. 
67 On Ridolfino Venuti see VENUTI  1907, GALLO  1985.  
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findings at least from  174168 and later stood as the sole exhibition 

venue of the Vesuvian find ings, formally inaugurated in 1758 

with the name of Herculanense Museum (fig. 5)69.    

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                           
68 Cf. RUGGIERO 1885, p. 67. 
69 For further information on the Herculanense Museum: ALLROGGEN-

BEDEL - KAMMERER -GROTHAUS 1980; REPRESA FERNÁNDEZ  1988; ZEVI 

1988; CANTILENA - PORZIO 2008; D³ALCONZO 2009; SAMPAOLO 2015, pp. 

29-32; D³ALCONZO 2019. 

Figure 5 - Francesco Piranesi, Plan général du Muséum de Portici, dans lequel 

son indiquées les armoires qui contiennent les objets trouvés à Pompéia et à 

Herculanum dans l³an 1770, drawing and engraving, 1770. 
from PIRANESI 1807, pl. A 
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Archaeological sites in an allodial management and 

museum in a private home heightened an overprotectionist 

attitude of King Charles towards this 'antiquarian treasure' 70. 

From 1740, he even imposed a categorical ban on taking notes and 

sketches for those few visitors admitted 71, after his upon learning 

of the authorisation  to draw a Herculaneum fresco granted to 

Camillo Paderni 72. Irony of history,  in 1751 he was appointed 

custodian of the museum of Portici, and his zeal in this task even 

pushed him to prevent anyone from lingering too long in 

observation. The above-mentioned restrictions caused inevitable 

discontent in the antiquarial environment 73, being, moreover, in 

antithesis with the destination VETVSTATIS AMATORIBVS 

ideally decl ared in the inscription affixed at the museum entrance 

to commemorate its opening74, composed by the esteemed 

classicist Alessio Simmaco Mazzocchi75.  

In any case, the aura of secrecy that surrounded Vesuvian 

archaeology stemmed to a large extent from the royal desire · 

after all a bit unrealistic  · to prevent the disclosure of information 

                                                           
70 See D³ALCONZO  2017 (with previous bibliography) for a report on this 

area of King Charles³ cultural policy.     
71 See PARSLOW 1995, p. 33 and also GORDON  2007, p. 40 
72 On Camillo Paderni see DE VOS 1993, MANSI 1997, FORCELLINO 1999, 

STRAZZULLO 1999, PARSLOW 2007, D³ALCONZO 2019.  
73 Cf. ALLROGGEN-BEDEL 2008, p. 61.  
74 The epigraph · dated 1758 · is preserved today at the Certosa e Museo 

di San Martino  in Naples. 
75 On Alessio Simmaco Mazzocchi see BORRARO 1979, PERCONTE 

LICATESE 2001, CESERANI 2007, DODERO 2019, pp. 160-161, SANTANIELLO  

2020. 
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ahead of the publication of Le antichità di Ercolano esposte 76, the 

monopolistic editorial series curated by the members of the 

Regale Accademia Ercolanese established ad hoc by King Charles 

in 1755 (fig. 6)77. The eight precious tomes (out of forty foreseen in 

the original plan of the work!) which appeared slowly between 

1757 and 1792 suffered, however, from a rather limited  

distribution 78. They were offered for sale with li mitations only 

starting from the ²70s at the exorbitant price of 12 ducats per 

volume 79. Indeed, they were essentially conceived as an exclusive 

gift of the Crown for extra-régnicoles, favoring not the scientific 

community but the aristocratic one 80 for the main purpose of 

                                                           
76 Antichità Ercolano  1757-1792, I-VIII.  Each published volume was 

intended for a specific category of artefacts: paintings (I, 1757; II, 1760; 

III, 1762; IV, 1765; VII, 1779), bronze busts (V, 1767), bronze statues (VI, 

1771), lamps and candelabra (VIII, 1792).   
77 For a chronicle of this cultural institute, see Castaldi 1840. 
78 For further information about Le antichità di Ercolano esposte: KASPAR 

1981, TROMBETTA 1984; PANNUTI  2000; CIARDIELLO  2003; CIARDIELLO 

2006; MANSI 2008; CIARDIELLO 2012. 
79 MANSI  - TRAVAGLIONE  2002, p. 44. However, it should be noted that as 

early as 1768 Charles Townley (see below) had purchased the five tomes 

available at the time for the considerable sum of 200 ducats 

(DODERO 2019, p. 270). 
80 In response, facsimile versions in England (MARTYN - LETTICE 1773), 

Germany (KILIAN  1777-1802; VON  MURR 1777-1799), France (DAVID - 

MARÉCHAL  1780), and Italy (PIROLI  1789-1807) were more readily 

available for the benefit of antiquarians.            
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conveying the luster of the enlightened ruler, protector of the 

sciences and the arts81.                 

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                           
81 Ì[¦] i libri sono del reÜ Bernardo Tanucci (see below) peremptorily 

affirmed  to Giuseppe Finocchietti-Faulon in an epistle from Portici on 

September 22nd, 1761 (published in MAIORINI  1988, pp. 142-143, n. 111).   

Figure 6 - Camillo Paderni - Filippo Morghen, Carolus III Hispania atque 

Indiarum rex , drawing and engraving, 1757. 

from Antichità Ercolano  1757-1792, I, tav. n.n. 
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Beyond the leak of informations , even greater concern was 

raised by the leak of materials. This tricky issue was not limited to 

Vesuvian antiquities, but regarded de facto the whole 

archaeological and historical-artistic  heritage of the Kingdom of 

Naples under threat of impoverishment due to a pernicious 

legislative gap on the export of cultural goods 82. The first 

undelayable normative response finally arrived on July 24 th, 1755 

with the order of promulgation by Charles of Bourbon of the 

Prammatica LVII 83 and Prammatica LVIII 84 (published on October 

16th of that year), both prohibiting the ´extractionµ of antiquities  

abroad wit hout a compulsory royal licenc e · under penalty o f 

confiscation, as well as relegation for the nobles and jail for the 

commoners ·, «acciò questo Regno non vada sempre più 

impoverendosi di ciē che abbonda, per farsene abbondanti l³altre 

Provincie di Europa, che ne sono povere da loro stesse»85. The 

éxtraregnazioneµ permit  was granted if the finding was not 

deemed to be of particular value by the experts appointed by the 

sovereign on the basis of their specific skills · Joseph Canart86 for  

                                                           
82 As regards the eighteenth-nineteenth-century legislation on cultural 

heritage in the Kingdom of Naples,  see essentially D³ALCONZO  1999; also 

see STRAZZULLO  1972, SPERONI 1988 [non vidi ], D'A LCONZO  1995, 

Antichità e belle arti  1997, FITTIPALDI  2000, pp. 19-22; D'A LCONZO  2000; 

D'A LCONZO  2001, BARRELLA  2003, M ILANESE 2014; D'A LCONZO - 

M ILANESE 2018.  
83 Published in Prammatiche 1803-1805, IV, pp. 201-204. 
84 Published in Prammatiche 1803-1805, IV, pp. 204-206.  
85 Prammatiche 1803-1805, IV, p. 201 (Prammatica LVII).  
86 On Joseph Canart see CAIANIELLO  1998, pp. 56-59, PORZIO 2001, pp. 6-

19, D³ALCONZO  2002, pp. 15-17, TOSCANO 2007, PORZIO 2008, 

D³ALCONZO 2014. 
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sculptures, Giuseppe Bonito87 for paintings, Alessio Simmaco 

Mazzocchi for any other antiquities · assessed on a case-by-case 

basis, like an ante litteram Export Office 88.  

 

 

 

 

 

 

 

 

 

 

 

The measures would indicate some sensitivity of the 

legislator against the decontextualisation lato sensu of antiquities . 

However, the primary objective irrefutably  consisted in the 

protection of assets. While in general the demarcation between 

state property and royal property  was quite weak, for the 

Vesuvian findings · as highlighted above · Bourbon ownership 

was beyond doubt. In fact, Herculaneum academicians cared 

about proclaiming  to the monarch, in the dedication to him in the 

first volume of Le antichità di Ercolano esposte, that «Tutto è già 

                                                           
87 On Giuseppe Bonito see, in general, ENGGASS 1971; moreover, see 

DELLA  RAGIONE  2014, DELLA  RAGIONE  2016.      
88 STRAZZULLO  1972, p. 133. 

Figure 7 - Sardonyx cameo depicting a comic theatre mask  

(inserted into a modern ring in gold), Pompeii (?), 1st cet. AD  

(Naples, Museo Archeologico Nazionale di Napoli , inv. 25181). 

© Naples, Museo Archeologico Nazionale di Napoli  
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Vostro»89. Nevertheless, when King Charles sailed from Naples to 

Madrid to accede to the throne of Spain in 1759, investing his 

young son Ferdinand I of Bourbon 90 as his successor to the 

Neapolitan crown  · with the name of Ferdinand IV  ·, he took off 

a ring that he had worn as personal ornament, a piece consisting 

of a sardonyx cameo, probably recovered in Pompeii around 1752 

and depicting a comic theatre mask in relief, set in a golden rod of 

modern era (fig. 7)91. The gesture was recalled by the minister and 

secretary of state Bernardo Tanucci92, at that time the most 

influential pawn of the Neapolitan political chessboard, in an 

epistle from Naples dated August  21st, 1770, addressed precisely 

to King Charles, where he remarked «che non avendo V.M. nel 

partire tolto, o portato seco à Spagna la minima cosa di questi 

Regni, e tutto avendo lasciato alla M.S. [Ferdinando IV]  fino a 

togliersi dal dito un anello, nel quale era un³anticaglia, e depostolo 

nel museo»93. It was a simple act, yet therefore full of symbolic 

meaning94: on the one hand, there was certainly firmness in 

demonstrating compliance with the practices he had issued, but 

                                                           
89 Antichità  Ercolano 1757-1792, I, n.p.n. [Al Re].  
90 On Ferdinando I di Borbone see, in general, DE MAIO  1996; moreover, 

see DE MAJO 1996, CAMPOLIETI  1999, GRANATA  2016. 
91 For an analysis of the artefact · now preserved in Naples, Museo 

Archeologico Nazionale di Napoli , inv. 25181 · see GUZZO  2005 (with 

previous bibliography).  
92 On Bernardo Tanucci see, in general, IMBRUGLIA  2019; moreover, see 

M INCUZZI  1967, AJELLO - D'A DDIO  1986, Tanucci 1988, Tanucci 1999, 

MOORE 2013.   
93 Letter from Bernardo Tanucci to Charles VII of Bourbon, Naples, 

August 21st, 1770 (published in M INCUZZI  1969, pp. 626-628, n. 573). 
94 The episode also had a moderate literary resonance and the oldest 

reference to it can be found in ANDRÉS 1786, II, pp. 197-198. 
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on the other, there was above all the resolve to strengthen the 

dynastic continuity even by making  a clear passing of allodial 

possession. In fact, that artefact, as pointedly observed by Paola 

D'Alconzo, Ìnon era insomma [¦] proprietā dello Stato; era 

l³anello del Re, e come tale trasmesso dal padre al figlio al 

momento della successione al trono»95.  

By virtue of the status of ŕoyal excavationsµ par 

excellence, the works in the Vesuvian sites were carried out under 

a special lens, in order to ensure that every single mobile finding  

reached the Herculanense Museum. To address the risk of  thefts, 

and therefore to prevent any illegal leaks, from the outset a rigid 

surveillance system was necessary. It was entrusted to a group of 

veteran soldiers, who also made use of the so-called d́iligenzaµ, 

a body search of the workers at the end of the day. The 

punishments imposed on offenders were very severe, as 

evidenced by the Dichiarazione delle pene imposte a quei che 

travagliano negli scavi di antichità sanctioned on October 31st, 

1761 «Affinché tutti gli operarj delle scavazioni di antichità, che si 

vanno continuando nelle grotte di Resina, alla Civita, e Gragnano, 

ed in altri luoghi, abbiano sempre presente le pene che 

s³impongono ad ognuno, quando si riceve per detti travagli, e che 

si trovano imposte da allora che furono principiati a tutti quelli 

che esistevano al principio, ed a quelli che sono succeduti; si 

previene, che se qualcheduno degli operarj arrivasse a mancare 

occultando la minima cosa di quelle, che si trovano in dette 

scavazioni, o fosse consapevole, o complice, occultandola un altro; 

sarà ipso facto condannato a sette anni di galera, e prima frustato 

per mano del ministro dell³alta giustizia, e se il delitto lo 

richiedesse a pena maggiore. Se qualcheduno de³ forzati e schiavi, 

                                                           
95 D'A LCONZO  1999, p. 136. 
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che travagliano pure nelle scavazioni suddette, occultassero anche 

la minima cosa di quelle che si trovano, sarà subito condannato in 

galera a vita sulle galere di Malta, e frustato come sopra»96. 

 

 

 

1.3 The pernicious charm of the frescoes 

 

 

The contingent destruction, during an excavation, of an 

artefact not considered fully worthy of appearing in the roya l 

collection was preferred to the possibility that it would come into 

the hands of others. Indeed, the fear that someone, with the 

collaboration perhaps of diggers and/or hired caretakers , would  

take the frescoes left in situ 97, would be just one of the reasons to 

«gettare a terra tutte le tonache che si trovavano colorite», a 

provision that Camillo Paderni had received by order of King 

Charles through a dispatch (now untraceable) from Persano dated 

December 4th, 1757 forwarded to him by Bernardo Tanucci. It was 

the Roman artist who recalled it, in a memorial of November 18th, 

1763 drawn up in Portici 98, in a defensive response to the 

                                                           
96 PAH  1860-1864, I.2, Addenda , pp. 143-144.  
97 The intricate matter of the destruction of Vesuvian paintings of little 

interest is widely examined, accompanied by a solid documentary 

dossier, in D³ALCONZO  2002, pp. 48-54. 
98 Naples ASN, Segreteria di Stato di Casa Reale, b. 1541, fasc. 8 (missing; 

publ ished in STRAZZULLO 1976-1977, III,  pp. 683-686). 

Symptomatic was the request formulated by Roque Joaquín de 

Alcubierre from Naples on April 11 th, 1761 that Camillo Paderni to go to 

the Stabiae ruins «que conforme lo ha practicado en otras ocasiones, no 
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ministerial  by Tanucci addressed to him six days before, with 

which he had conversely learned that King Ferdinand had 

deemed the barbaric demolition practice  · «un errore che incontra 

la disapprovazione e l³indignazioneÜ ·99, presumably  following 

the harsh criticisms raised. However, still on January 25th, 1764, in 

relation to certain paintings that had been discovered in Pompeii 

in the Casa della Danzatrice (VI 17, 9-11), the foreman Antonio 

Scognamiglio100 denounced that «Avendo passato ad osservarle 

tutte il Sig. r D. Camillo Paderni, ordinò che delle dieci p. me 

pitture, si levassero solam:e due, e l³altre otto inutili, come il med.o 

disse, si buttassero á terra; e posteriorm.e poi, quando si scoprì la 

Diana, avendo fatto altro pensiero ordinò, che si levasse la d.a 

Diana, ed ancora due delle altre otto, che aveva comandato 

buttare á terra; e restando cinque, ó sei altre stimate dal med. S.r 

D. Camillo totalmente inutili, le tre che dimostravano tre 

mascaroni, con la bocca aperta, il med. S.r D. Camillo, pigliando 

un Picone li diede a tutti tre diversi colpi colle sue prop. e mani, 

guastandole, come feci anche io colla mia Gente di Suo ordine, 

affinche non fussero prese da Altri»101. The general 

                                                           

se parta del lugar donde se descubren las pinturas, si primero no hace 

hechar á tierra aquellas que extimase por inutiles (lo que se hace en un 

momento), pues aunque en esto no ha avido inconveniente; como suele 

haver algunos que observan, me pareze será util esta precaucion para 

evitar que bajo el pretexto de que aquello no sirve, se arriesgase alguno 

á tomar algun pedazo» (RUGGIERO 1881, p. 149).           
99 Naples ASN, Segreteria di Stato di Casa Reale, b. 1541, fasc. 8 (missing; 

published in STRAZZULLO 1976-1977, III,  pp. 682-683). 
100 On Antonio Scognamiglio see PARSLOW 1995, pp. 115-118. 
101 Naples ASN, Segreteria di Stato di Casa Reale, b. 1541, fasc. 8, cc. 6r-

6v (published in ALLROGGEN-BEDEL 1976, p. 156). 
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disappointment of the antiquarian  milieu  towards such damages 

· exacerbated by the regret that they were committed to 

deliberately hamper the potential supply of private collections  · 

finds eloquent synthesis in the contemporary words of Johann 

Joachim Winckelmann: «Es ist zu beklagen, daß diejenigen 

Gemählde, welche nicht beträchtlich geachtet werden, und nicht 

für das königliche Museum bestimmet sind, auf  ausdrücklichen 

Befehl der königlichen Regierung zerfetzet und verderbet 

werden, damit dieselben nicht in fremde Hände gerathen »102.   

Moreover, the desire of the connoisseurs to grab even a 

fragment of the fascinating Vesuvian wall paintings had even 

encouraged, just a short time before, the organisation of a 

fraudulent falsification activity 103. Around the middle  of the 

eighteenth century, in fact, the Roman antiquarian market was 

invaded by paintings declared to arrive in secret from 

Herculaneum and Pompeii 104.  

Indeed, the earliest record of a ²Pompeian³ object 

transported across the border would concern a spurious fresco. It 

is an odd artistic composition  characterised by two draped female 

figures each sitting on one of the tendrils that falls along both sides 

                                                           

In an unexpected way, however · according to the historical -

archaeological reconstruction by ALLROGGEN-BEDEL 1976, p. 156 ·, at 

least two of the frescoed theatrical masks were later detached and then 

musealised (Naples, Museo Archeologico Nazionale di Napoli , invv. 

9853, 9854). 
102 WINCKELMANN  1764, p. 32. 
103 For an overall analysis of the practice of forgery of ancient wall 

piantings in the 18 th century, see the monograph by BURLOT 2012.   
104 The first detailed investigation of this affair was carried out by 

CONSOLI FIEGO 1921; a more recent examination is offered by BURLOT 

2012, pp. 65-100.   
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of a Gorgoneion in achromatic moulding 105, currently preserved 

at The British  Museum of London  (fig. 8)106, to which it was  

donated in 1757 by the British political  philosopher Thomas 

Hollis 107. The same, in the handwritten catalogue of his own 

collection, he would have annotated that he took the artwork out 

of the ruins of Pompeii in 1753108. This is, in any case, an assertion 

that does not clarify the manner the fresco was obtained and, 

furthermore, is incongruous from a chronological point of view. 

At the beginning of that year, indeed, Thomas Hollis³ second 

Italian journey, started in 1750, was already finished109. In 

addition, in a missive from Genoa of December 25th, 1752 the 

English grandtourist communicated to John Ward · professor of 

rhetoric at Gresham College · of «having sent divers purchases 

and acquisitions of mine home to England, the last Spring»110. It 

was during this season that he reached Naples, but before passing 

through Rome111, the most plausible place for obtaining the (fake) 

                                                           
105 BURLOT 2012, pp. 224-225, cat. 9, pl. 4; p. 249, Tableau 1, n. 52 (with 

previous bibliography).  
106 London, The British Museum, inv. 1757,0818.6. 
107 On Thomas Hollis see MARSHALL  1983, BOND  1990, WILSON 2004, 

Invisible pantheon  2003. 
108 The information is reported in British  Museum 1878, p. 79; however, 

the manuscript by Thomas Hollis would seem to have been lost since its 

finding both at London BMA and London BL was unsuccessful.  
109 Cf. INGAMELLS  1997, pp. 512-513.  
110 Letter from Thomas Hollis to John Ward, Genoa, December 25th, 1752 

(published in ELLIS 1843, pp. 389-394, n. CLXIV). 
111 In April 1752, in fact, Thomas Hollis was in Rome, and he then moved 

to Naples until September (cf. INGAMELLS  1997, p. 512). During his 

Neapolitan stay, he had the opportunity to establish a relationship with 

Camillo Paderni, who later kept him updated on the developments of 
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artefact112, later transferred to the London home of Bedford Square 

where he stayed when he returned home in 1755.   

On June 17th, 1755, Princess Wilhelmine of Prussia113 · who 

was staying in Rome, after spending a couple of weeks in Naples, 

during her journey in France and Italy begun in 1754114 together 

with her consort Frederick , Margrave of Brandenburg-Bayreuth115 

· wrote enthusiastically  to her brother, King Frederick II of 

                                                           

the Vesuvian archaeological investigations through their 

correspondence (see the extracts of the letters published in Philosophical 

transactions 1754, pp. 634-638, n. LXXXV; Philosophical transactions 

1754, pp. 821-825, n. CII; Philosophical transactions 1756, pp. 109-112, n. 

XXII; Philosophical transactions 1756, pp. 490-508, n. LXVI; 

Philosophical transactions 1758, pp. 49-50, n. VIII; Philosophical 

transactions 1758, pp. 619-623, n. LXXXIV). 
112 After all, in the above -mentioned letter to John Ward written in Genoa 

on December 25th, 1752 (see above, note 110), Thomas Hollis commented 

that «The King of Naples is so jealous of these Paintings, that he will not 

part with the least scrap to any one, notwithstanding that he has Rooms 

full of them», therefore allowing us to reasonably argue that the British 

collector did no t procure the fresco here exmined in Naples.  
113 On Wilhelmin e of Prussia see SEELIG 1982, KUNZE  1993, WEBER 1996, 

SEELIG 2006, BERGER 2009, BERGER 2018, STRUNCK  2019. 
114 Throughout  her Franco-Italian  Grand Tour  from October 10th, 1754 to 

August 15th, 1755 (for which see KAMMERER -GROTHAUS 2002), 

Wilhelmin e stopped in the Neapolitan city from May 26th to June 5th, 1755 

(specifically see KAMMERER-GROTHAUS 1998), visiting, among other 

things, the Herculaneum ruins and the Portici³s Museum on day 4th, 

accompanied by the French Charles Marie de La Condamine (see below). 
115 On Frederick, Margrave of Brandenburg -Bayreuth see MÜSSEL 1954-

1956, SEELIG 1982, SEIDERER - WACHTER  2012. 
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Prussia116, that she had just realized «une aquisition qui m³a fait 

un plaisir Jnfini.  C³est une Peinture Anthique des plus Belles de L 

aveu de tous les Connoisseurs. Elle a étée voleé de la Ville de 

PompĊe et transportĊe ici. Je l³ai arrachĊe pour ainsi dire de la pate 

des Anglois qui y avoit deja jetté leur devollu. Je prends la Liberté 

de vous L³envoyer mon tres cher Frere. Vous supliant de ne point 

dire quelle est de Naple»117. Responding evidently to the brother³s 

skepticism, on October 25th, 1755 the Margravine resentfully 

specified that «Pour ce qui est de la Peinture, je n³aurois jamais osĊ 

vous l³offrir si je n³avois ĊtĊ sure de son AnthiquitĊ Elle a ĊtĊe nons 

seulement examinée par les 3 plus fameux Peintres et Anthicaires 

de Rome [two of them undoubte dly were Anton Raphael Mengs 118 

· Bohemian painter · and Ridolfino Venuti · antiquarian from 

Cortona ·119; the third one probably was Paolo Maria Paciaudi 120 · 

                                                           
116 On Frederick II of Prussia see KREIKENBOM 1998, WEHINGER 2005, FRIE 

2012, BLANNING  2015. 
117 Letter from Wilhelmin e of Prussia to Frederick II of Prussia, Rome, 

June 17th, 1755 (published in  BURLOT 2012, p. 69). 
118 On Anton Raphael Mengs see RÖTTGEN 1981, ROETTGEN 1999-2003, 

ROETTGEN  2001, KIDERLEN 2006, PAMPALONE 2010, NEGRETE PLANO  2013, 

NEGRETE PLANO  2014, DODERO 2019, pp. 193-194, JOHANNSEN  2020. 
119 Cf. letter from Charles Marie de La Condamine (see below) to Anne-

Claude-Philippe de Tubières, de Grimoard, de Pestels, de Lévis, comte 

de Caylus (see below), Rome, Febraury 17th, 1756 (published in SÉRIEYS 

1801, pp. 98-107, n. XVI): «[Wilhelmin e of Prussia bought the paintings] 

sous les yeux et la direction de Mengs [Anton Raphael Mengs], peintre 

saxon, [¦] sans compter l³abbĊ Venuti [Ridolfino Venuti], antiquaire du 

pays». 
120 On Paolo Maria Paciaudi see, in general, ROSCIONI 2015; moreover, see 

MUTTI  1993, PELEGATTI  1995, INGEGNERI 2011.  
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antiquarian from Turin ·121], mais conffrontée avec celles qui y 

sont [in Rome, into the Kircherian Museum at the Roman 

College122]»; moreover, she remarked the presence in the painting, 

«sur les Boucliers et sur L³autel, des Caracteres Samnites»123. This 

information , together with the iconographic classification as a 

´heroic subjectµ provided by Paolo Maria Paciaudi124 and the 

illustrative notice of ´a Porsennaµ provided by Johann Joachim 

Winckelmann 125, allows us to identify the painting, in the  

                                                           
121 Cf. letter from Paolo Maria Paciaudi to Anne -Claude-Philippe de 

Tubières, de Grimoard, de Pestels, de Lévis, comte de Caylus (see 

below), Rome, September 2nd, 1760 (published in SÉRIEYS 1802, pp. 171-

177, n. XLII), in which the Theatin abbot reminded the intermediary role 

that he performed in the trade, but later on he comprehended the 

swindle: ÌEn 1755 j³achetai une de ces peintures, vingt-cinq sequins, et je 

la donnai à la margrave de Bareith [Wilhelmin e of Prussia], s½ur du roi 

de Prusse [Frederick II of Prussia], laquelle Ċtoit ā Rome [¦], 

reprĊsentant un sujet hĊroique avec plusieurs figures [¦]; mais ce n³Ċtoit 

qu³une ½uvre de Guerra [Giuseppe Guerra]: je ne tardai point ā m³en 

convaincre».   
122 See BURLOT 2012, pp. 70-75 for a thorough review on the conspicuous 

corpus of counterfeit antique frescoes that were bought by the Roman 

museum institute of Jesuits in that period, of which the learne d father 

Archangelo Contuccio di Contucci (see, in general, DE³ ANGELIS 1983; 

moreover, see CAMPANELLI  2013) was then the keeper. 
123 Letter from Wilhelmin e of Prussia to Frederick II of Prussia, Rome, 

October 25th, 1755 (published in BURLOT 2012, p. 69). 
124 See above, note 121. 
125 The highly cultivated German, in his notebook drawn up between 

1761 and 1763, indeed noted: «Die Jesuiten laßen antique Malereyen 

machen: dergleichen haben sie dem Marggr. von Bayreüth [Wilhelmine 

of Prussia] verkaüft. ein Porsenna aüf einem französisch Fauteuil sitzend 
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Description et explication¦ of Frederick II of Prussia collection, 

as that Ìqui reprĊsente l³histoire de Mucius Scévola»126. The 

artwork, nowadays, is lost.  

 

Subsequently, on November 5th, 1755, the custodian of the 

Cabinet des Médailles in Paris Jean-Jacques Barthélemy127 · who 

                                                           

und über sich den Thron» (Florence ATSL LC, IT ATSL MS 142, p. 88, n. 

9 published in KUNZE  1994, p. 39).  
126 OESTERREICH 1774, p. 75, n. 566; cf. BURLOT 2012, p. 245, Tableau 1, n. 

6.  
127 On Jean-Jacques Barthélemy see BADOLLE  1926, DUPONT-SOMMER  

1971, GRELL 1995, pp. 342-350, 716-718, 1150-1153.  

Figure 8 - Giuseppe Guerra, Two draped female figures each sitting on one of 

the tendrils that falls along both sides of a Gorgoneion, painting on plaster, 

1750-1752 (London, The British  Museum, inv. 1757,0818.6). 

© London, The British Museum  
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was in Rome, during his crossing of the Italian peninsula in the 

three-year period 1755-1757 with the aim of enriching the 

homeland³s antiquities collections · revealed confidentially to the 

famous Parisian antiquarian Anne -Claude-Philippe de Tubières, 

de Grimoard, de Pestels, de Lévis, comte de Caylus128: « Il y a ici 

un magasin de peintures antiques, dĊcouvertes ā l³ancienne 

Pompéia, qui périt à peu près dans le même temps 

qu³Herculanum. Ces peintures sont fort au-dessus de celles 

d³Herculanum: beau coloris, beau dessin, beaux ornemens, la 

plupart couvertes de plâtre ou d³autres matiĉres qu³on enlĉve 

aisément. M. de la Condamine [Charles Marie de La 

Condamine129, French geographer-explorer] en avoit acquis un 

beau morceau avant mon arrivĊe, et en a fait copier d³autres: il m³a 

promis de m³en faire avoir; je tăcherai d³en acquérir pour le 

cabinet [Cabinet des Médailles in Paris] et pour vous. Dites-moi 

votre sentiment»130. However, Abbot Barthélemy did not wait for 

the interlocutor's reply, as he wrote again just six days later that 

                                                           
128 An undisputed leading figure of E nlightenment France in the 

eighteenth-century European debate about the study of antiquitates, 

there is an abundant bibliography on the Count of Caylus, among which 

it is just recommended: Caylus 2002, CRONK - PEETERS 2004, REES 2006, 

MEDVEDKOVA  2009, GOUGEAUD -ARNAUDEAU  2010.  
129 On Charles Marie de La Condamine see VILLANI  1979. 
130 Letter from Jean-Jacques Barthélemy to Anne-Claude-Philippe de 

Tubières, de Grimoard, de Pestels, de Lévis, comte de Caylus, Rome, 

November 5th, 1755 (published in SÉRIEYS 1801, pp. 28-35, n. V). 

In the rest of the missive, the erudite abbot also explained that «ce 

qu'elles [the paintings] ont de plus singulier, c'est que, dans toutes, il ya 

une inscription en caractères que je n'avois jamais vus; ce n'est ni du grec, 

ni du latin, ni de l'étrusque,  ni du punique», without however suspecting 

their originality despite such an oddity.      
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ÌLa Condamine m³en a fait avoir un morceau que j³ai achetĊ vingt 

sequins, c³est-à-dire deux cents livres. [¦] Il a environ deux pieds 

et demi de hauteur»131. The Count of Caylus, however, had to 

admit his perceptive doubts about the authenticity of the artefact, 

which broke into the opinion of Abbot Ba rthélemy  · although  

only thanks to the opportunity that the latter had to view in loco 

the Vesuvian frescoes ·, who finally was convinced to not send it 

beyond the Alps 132. 

                                                           
131 Letter from Jean-Jacques Barthélemy to Anne-Claude-Philippe de 

Tubières, de Grimoard, de Pestels, de Lévis, comte de Caylus, Rome, 

November 11th, 1755 (published in SÉRIEYS 1801, pp. 36-41, n. VI; cf. 

BURLOT 2012, p. 245, Tableau 1, n. 4). 

The abbot then informed the count that, in truth, sixteen sequins was 

paid for the painting because «On a laissé sur le tableau deux bandes de 

l³ancien mastico u plătre qui s³y est attaché; il est très-difficile de l³ĕter: 

on demande pour cela quatre sequins» (letter from Jean-Jacques 

Barthélemy to Anne-Claude-Philippe de Tubières, de Grimoard, de 

Pestels, de Lévis, comte de Caylus, Rome, December 1st, 1755 published 

in SÉRIEYS 1801, pp. 42-47, n. VII). 
132 Between December 1755 and January 1756, in fact, Jean-Jacques 

Barthélemy traveled around Naples and the surrounding area, but 

although he initially still affirmed with skepticism that «En supposant 

que le tableau soit jugé moderne à Paris, on dira simplement que j'ai 

acheté de mon argent et pour la somme de 160 f. une peinture que tous 

les artistes et antiquaires de Rome [¦] ont jugĊe antique, et qui depuis a 

été jugée moderne en France» (letter from Jean-Jacques Barthélemy to 

Anne-Claude-Philippe de Tubières, de Grimoard, de Pestels, de Lévis, 

comte de Caylus, Naples, January 1st, 1756 published in SÉRIEYS 1801, pp. 

62-66, n. XI), he later recognised that «Les informations que j'ai prises à 

Naples, l'examen que j'y ai fait des peintures d'Herculanum, différentes 

de celles qu'on vendi ci [in Rome], le mystère ridicule dont on couvre 

toute cette affaire, avoient commencé à me désabuser. [¦] Pour moi, je 



42 
 

The 'Pompeian' cases shown here involving foreign  

amateurs, together with others relating to goods from the 

Vesuvian area133, caused a great sensation in the Neapolitan court 

to the point that on December 3rd, 1757 Bernardo Tanucci gave 

official assignment to Geronimo Sersale Duke of Cerisano, 

ambassador of the Kingdom of Naples in Rome, to investigate so 

as to ascertain whether those paintings had really been removed 

from the ćavamenti borboniciµ134. The investigation certified, 

however, the inauthenticity of the works . Indeed, behind them 

there was the brush of Giuseppe Guerra135, a little  known artist · 

painter and engraver · of Venetian origin that «faceva 

mercimonio di q.te Pitture. Per fondamento della loro 

legittimazione faceva vedere le corrispondenze che aveva in 

Napoli, e l³intrinsichezza con quelli che erano deputati alle 

                                                           

tâcherai de laisser le mien en Italie. Je rougirois de vous envoyer une 

pareille drogue» (letter from Jean-Jacques Barthélemy to Anne-Claude-

Philippe de Tubières, de Grimoard, de Pestels, de Lévis, comte de 

Caylus, Rome, February 10th, 1756 published in SÉRIEYS 1801, pp. 92-97, n. 

XV). 
133 Exempli gratia, Charles Marie de La Condamine · buyer of three 

pieces (cf. BURLOT 2012, p. 249, Tableau 1, nn. 53-55) · knew that «On 

tire, dit -on, ces peintures d³une fouille de terrain ā cinq milles de 

PompĊianum. C³est un particulier qui a trouvĊe ce trĊsor: il y a plusieurs 

chambres qui en sont toutes incrustées» (letter from Charles Marie de La 

Condamine to Anne-Claude-Philippe de Tubières, de Grimoard, de 

Pestels, de Lévis, comte de Caylus, Rome, February 17th, 1756 published 

in SÉRIEYS 1801, pp. 98-107, no. XVI). 
134 Naples ASN, Ministero  degli  Affari  Esteri, Inventario  Generale, bb. 

1308-1310 (destroyed; cited in CONSOLI FIEGO 1921, pp. 86-88). 
135 On Giuseppe Guerra see, in general, LEONE 2003; moreover, see DE 

VOS 1986, N ICASTRO 2003, GRIGGS 2011, BURLOT 2012, passim.  
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miniere, risarcimenti, e conservazione di quelle. [¦] Ricevuta 

adunque che aveva qualche commissione, mostrava al 

committente la pronta risposta, che ora faceva vedere puntuale, 

ora difficile l³eseguimento della commiss.e medesima, secondo le 

occasioni, che siccome le pitture, si dipingevano. [¦] Prendeva 

adunque de³ frammenti di sotterranee antiche muraglie. ne 

separava la superficie o sia intonacatura, e riportava questa sopra 

una Lastra di Pietra detta di Lavagna [¦]. Vi dipingeva poi sopra 

fingendo differenti, e  stravaganti caratteri [¦]. Questi colori poi 

egli artificiosam. te offuscava, ed affumicava, altri sgraffiava, e 

scrostava per farli credere più facilm. te avanzi delle note rovine ed 

inondazioni di fuoco. Effettuato ciò, avea modo di imbarcarle, e 

mandarle segretam.te a Napoli sotto altro nome al suo 

corrispondente [Philippe Gunther (?)136, French painter], quindi se 

le faceva rimandare dopo il tempo che le pareva poter convenire, 

secondo le facilita, o difficoltà che aveva dipinte al committente, 

sic.e si è detto, per mezzo de suoi sud.i corrispond. ti»137.  

                                                           
136 Cf. letter from Paolo Maria Paciaudi to Anne-Claude-Philippe de 

Tubières, de Grimoard, de Pestels, de Lévis, comte de Caylus, Rome, 

March 12nd, 1760 (published in SÉRIEYS 1802, pp. 132-135, n. XXX, with 

erroneous date 22nd): «Un certain Gunter [Philippe Gunther?], français, 

qui travailloit avec un peintre vénitien, nommé Guerra [Giuseppe 

Guerra]» 
137 This vivid tes timony about the technical -artistic and commercial 

means by which Giuseppe Guerra defrauded customers is taken from 

the Memorie¦ of a contemporary spectator, Antonio Piaggio 

(see CAPASSO 1997, STRAZZULLO  2002), the inventor of the appliance 

suitable for unrolling charred papyri:  Naples SNSP, ms. XXXI.C.21, 

cc. 1r-82v (published in  BASSI 1907, pp. 655-690 + BASSI 1908, pp. 317-

332). 
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The malicious machination of Giuseppe Guerra was 

promptly cut short in early 1758 . The interesting final act of the 

matter was recorded by the pen of Herculaneum academicians in 

the preface to the second volume of Le antichità di Ercolano 

esposte printed in 1760: «si comprarono tre pitture di quelle, che 

in Roma si spacciavano per antiche. Comparse queste in Napoli, e 

confrontate pubblicamente con quelle del Museo dichiararono, e 

venne agli occhi di ognuno il disinganno. Il Pittor Veneziano 

[Giuseppe Guerra] fu in Roma obbligato a ritrarre il Chirone con 

Achille  del Museo [Naples, Museo Archeologico Nazionale di 

Napoli , inv. 9109]. Questo ritratto riuscì similissim o alle tre altre, 

e altrettanto dissimile dal vero Chirone antico, il cui rame era stato 

l³esemplare di quella copia. Anche questa si comparē 

pubblicamente col primo originale, e non rimase alcun dubbio 

della novità delle pitture Romane, che antiche si predicavano. 

Tutte le quattro pitture del Guerra stanno ora esposte al pubblico 

nel Museo col nome dell³autore, e colla leggenda del fatto»138. In 

short, an extraordinary museum didactic  archetype was set up, 

for some time, to raise awareness about archaeological forgery.  

The Guerra scandal reveals how much the Pompeiana 

were already sought on the antiquarian  market, albeit by illegal 

means and at fairly expensive prices139, as early as a few years after 

                                                           
138 Antichità  Ercolano 1757-1792, II, n.p.n. [Prefazione]. 
139 As can be learned from Charles Marie de La Condamine in the 

aforementioned letter to the Count of Caylus written in Rome on 

February 17th, 1756 (see above, note 133), Wilhelmine of Prussia 

purchased from Giuseppe Guerra two false Vesuvian paintings «qu'elle 

a payés fort cher, soixante sequins». In total, Ìla Dottoressa di Bareit [¦] 

ne comprò quattro»: letter from Johann Joachim Winckelmann to 

Giovanni Lodovico Bianconi (see, in general, BONORA  1968; moreover, 
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the (re)discovery of the buried city . And the indisputable charm 

of the ancient was certainly combined with the charm of the 

forbidden.  

 

 

 

1.4 Recueil d³antiquitĊs from Pompeii of the Count of 

Caylus 

 

 

Despite the onerous effort made by the Bourbon 

administration in the fulfilment of what concerns  · according to 

the current  legislative discipline  · the sphere of the protection of 

cultural heritage, in practice it was obviously not possible to reset 

the records of the episodes that damaged the Pompeian heritage. 

Among the furthest ²negative³ protagonists appears the already 

named Count of Caylus, who t ook advantage of a dense 

international network of contacts to satisfy his thirst for 

information and items. In addition to having procured various 

drawings of Vesuvian antiquities which he exhibited in the 

                                                           

see BUTCHER - GENTILI - PIOLA  CASELLI forthcoming),  Rome, July 22nd, 

1758 (published in FANCELLI - RASPI SERRA 2016a, pp. 503-504, n. 207It). 

It should be remembered that in the Margravine collection there were 

also some findings, unfortunately not precisely identifiable, that would 

have been found Ìaux environs [¦] de Pompeies, dans le terrain & dans 

des vignes de particulier, qui sont les maître de vendre au plus offrant 

ces sortes d'antiquités» (OESTERREICH 1774, p. 74, nt. *), as well as various 

antiquitates said instead to come from Herculaneum (an indication, 

however, not validated for many of them by the chronological analysis: 

see DODERO 2019, pp. 249-251 with previous bibliography ). 
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Recueil d³antiquitĊs egyptiennes, etrusques, greques, romaines et 

gauloises 140, the Count of Caylus even commissioned the theft of 

some findings, admitting without hesitation to have them 

«dérobées à l'exacte vigilance des dragons qui veillent à la gard de 

cette riche toison»141. An astonished Bernardo Tanucci, as soon as 

he was informed of some of the misdeeds, made sure to notify 

King Charles with a letter of July  21st, 1761 from Naples: «il 

marchese di Cailus antiquario col suo terzo tomo venutomi nella 

settimana in cosa di minor momento mi ha pure inquietato 

bastantemente; confessa di aver fatto rubare qualche vaso di terra 

cotta, e di aver tentato di far rubare qualche bronzo, di non l³aver 

conseguito [although two statuettes (db. FR 001, GB 011) would 

implicate the contrary]142, ma di aver conseguiti diversi disegni 

ch³egli pubblica in questo III tomo, e pur troppo son veriÜ143. 

Neither the extent nor the fate of that loot are known, 

unfortunately . It is intriguing to note, however, that in 1756 clay 

vases from the Herculaneum-Pompeian context in the possession 

of the transalpine scholar were included in the second volume of 

the aforementioned Caylusian work, about which at this point it 

is reasonable to be wary of the legality of the method of 

                                                           
140 CAYLUS 1752-1767, I-VII . As an example, I mention the reproductions 

of three valuable silver artefacts from Herculaneum «dessinés à Naples 

par un habile Dessinateur de l'Ecole de France à Rome» (CAYLUS 1752-

1767, II, p. 120): see respectively CAYLUS 1752-1767, II, pp. 120-121, n. I, 

pl. XLI, n. I; CAYLUS 1752-1767, II, pp. 121-122, n. II, pl. XLI, n. II; CAYLUS 

1752-1767, II, pp. 122-124, n. I, pl. XLII, n. I (Naples, Museo Archeologico 

Nazionale di Napoli , invv. 25301, 25495, 25579).   
141 CAYLUS 1752-1767, III, p. 140. 
142 See below. 
143 Letter from Bernardo Tanucci to Charles VII of Bourbon, Naples, July 

21st, 1761 (published in MAIORINI  1985, pp. 848-852, n. 691). 
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acquisition.  They are, in order of appearance in the text, five 

specimens in black gaze and finally a sixth unpainted : a tall ovoid  

guttus 144; a guttus  with a leonine protome spout 145; a Calene type 

guttus 146; a lekythos with a  curvilinear flared rim 147; a single-

handled cup148; an oblong lekythos in common ware 149. Except for 

the last two, untraceable, these vases are still in Paris today, since 

they passed post 1762 by donation or post 1765 by will  from the 

Count of Caylus to King Louis XV 150 and therefore flowed  into the 

collection of the current département des Monnaies, médailles et 

antiques of the Bibliothèque nationale de France 151. 

Unfortunately, nothing allows  us to specify their exact site 

of their  discovery. Among the pages of that same book there is 

also a bronze statuette depicting a heifer 152 (db. FR 001) that the 

author declared distinctly  to come from Pompeii  (fig. 9)153. The 

                                                           
144 CAYLUS 1752-1767, II, p. 101, n. I, pl. XXXVIII, n. I. 
145 CAYLUS 1752-1767, II, pp. 101-102, n. II, pl. XXXVIII, n. II.  
146 CAYLUS 1752-1767, II, p. 102, n. III, pl. XXXVIII, n. III.  
147 CAYLUS 1752-1767, II, p. 102, n. IV, pl. XXXVIII, n. IV. 
148 CAYLUS 1752-1767, II, pp. 102-103, n. V, pl. XXXVIII, n. V.  
149 CAYLUS 1752-1767, II, p. 103, n. VI, pl. XXXVIII, n. VI. 
150 On Luigi XV see RICHARDT  2006, COMBEAU  2012, PARENTI  2014, 

PETITFILS 2014. 
151 Paris, Bibliothèque nationale de France - département des Monnaies, 

médailles et antiques, invv. inv. 52bis.2961 (long ovoidal guttus), De 

Ridder.1225 (guttus with leonine protome spout), Lille.289 (Calene type 

guttus), De Ridder.484 (lekythos with curvilinear flared rim).     
152 CAYLUS 1752-1767, II, pp. 119-120, n. III, pl. XL, n. III.  
153 The direct testimony of CAYLUS 1752-1767, II, p. 119 was daredly 

contested by BABELON  1883, advocate of a Herculaneum origin of the 

small bronze statuette on the ground that «la patine à reflets rougeâtres 

dont le monument est couvert, le distingue de tous les bronzes trouvés à 
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sculpture, now admirable in the same Parisian institute 154 as it 

equally became part of the Cabinet du Roi, is presumably a 

product of Greek art (perhaps an ex voto) dated between the end 

of the 5th and the beginning of the 4th cent. BC, adapted in Roman 

times into a fountain element by creating two small orifices at both 

horizontal ends of the animal (so that  water gushed from the 

mouth).  

It should also be noted, in The British  Museum, a similar 

Pompeian bronze statuette (db. GB 011)155, but made in the 1st cent. 

BC, also considered to have belonged to the Caylus collection156, 

                                                           

Pompéi, qui sont sans exception revêtus d'une patine rugueuse à 

efflorescences vertes ou bleues. Tous les objets de métal découverts à 

Herculanum ont, au contraire, une patine dure et lisse, qui semble un 

vernis, et dont la teinte foncée, le plus souvent presque noire, tourne 

quelquefois au rouge; et si l'on se rappelle qu'à l'époque où écrivait 

Caylus on n'avait pas encore rigoureusement identifié les ruines de 

Pompéi et d'Herculanum, on sera tenté de croire que le savant antiquaire 

aura fait quelque confusion relativement à la provenance de la vache de 

bronze qu'il a décrite». Since then, the indication of its origin from 

Herculaneum has been used in the bibliography up to the recent 

contributions of François Chamoux ( CHAMOUX  1991a; CHAMOUX  1991b; 

CHAMOUX  1993), finally corrected in the catalogue entry compiled by 

Mathilde Avisseau -Broustet (Caylus 2002, p. 145, n. 63).     
154 Paris, Bibliothèque nationale de France - département des Monnaies, 

médailles et antiques, inv. Bronze.1157. 
155 London, The British Museum, inv. 1873,0820.255.  
156 Contra WARIN  2015, pp. 358-359, supposing that the statuette of 

London (db. GB 011) was somehow confused with the bronze heifer 

published by the Count of Caylus and identified · precisely · as the 

statuette of Paris (db. FR 001); however, it is likely that they could be 

instead two analogous specimens that passed through the French 

antiquarian³s collection.           
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although the information is not confirmed. Certainly, however, 

during the nineteenth century the statuette was the property of 

the famous antiquity merchant Alessandro Castellani 157 · a native 

of Rome who around 1862 opened an antique shop at number 5 of 

via Chiatamone in Naples ·, from wh ich the London museum 

purchased it  in 1873. 

 

 

The Caylusian affair is symptomatic, first of all, of the 

difficulties faced by the Bourbon authorities in guaranteeing 

                                                           
157 On Alessandro Castellani see, in general, GAJO 1978; moreover, see 

MUNN 1983, pp. 24-36 and passim, WEBER SOROS - WALKER  2004, IASIELLO 

2017, pp. 138-169. 

Figure 9 - [Anonymous], Vache, drawing and engraving, 1756. 

from Caylus 1752-1767, II, pp. 119-120, n. III, pl. XL, n. III 
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adequate surveillance both in the Vesuvian archaeological areas158 

and in the Herculanense Museum 159. Thefts continued to be 

clearly perpetrated · or at least risked · to procure highly 

desirable goods for the antiquarian environment ; moreover, it  

testifies as to how far-reaching the links of the éxtraregnazioneµ 

still  were, urging the need for further legislative measures.  

Therefore, a royal  dispatch of August 2 nd, 1766 ordered the 

issuance of the Prammatica LIX 160 (published then on September 

9th of that year), which expressly aimed at reinforcing the 

regulations · too often disregarded · promulgated during the 

previous  decade. The new announcement, which had to 

«pubblicarsi anche per le strade degli Orefici [district  Borgo 

                                                           
158 With a report of May 18 th, 1765 sent from Naples to Bernardo Tanucci, 

Roque Joaquín de Alcubierre stated that «si è trovato [in Pompeii] essersi 

tagliati, non sapendosi da chi, due pezzetti d³intonicato in un luogo, e tre 

altri in un altro: e sollecitando, che quella Guardia di un Sergente e 

Quattro Invalidi, sia aumentata per non poter attendere à tutti li luoghi  

scoverti, hē stimato sarā conveniente, s³accreschino altri due InvalidiÜ 

(Naples ASN, Segreteria di Stato di Casa Reale, b. 1541, fasc. 63 

published in D³ALCONZO  2002, p. 53, note 41). 
159 In conclusion of the same letter of July 21st, 1761 with which King 

Charles was informed of the work of the Count of Caylus (see above, 

note 143), Bernardo Tanucci also notified that «In questi ultimi momenti 

ricevo da Portici  la notizia di esser entrati li ladri nel palazzo 

settentrionale, ove sono le pitture e alcune restaurate statue di bronzo, 

nella passata notte; la sentinella svizzera [a guardhouse was established 

at the entrance of the museum] sentì, chiamò, venne la truppa [allocated 

to the Royal Palace], non si trovò che una scala ad un balcone, e ad una 

statua un pezzetto di bronzo mancante, ed ad un'altra un altro pezzetto».     
160 Published in Prammatiche 1803-1805, IV, pp. 206-210. 
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Orefici]» 161 where a good portion of the Neapolitan antiquarian  

traffic 162 would almost certainly have gravitated , demanded 

greater attention by customs officers in the exercise of their 

functions and declared that also the so-called ḿezzaniµ, that is 

the intermediaries of the antiquity market , were subject to 

sanction. And, in general, if the culprits were foreigners, they 

were also forcibly expelled fro m the Kingdom of Naples , in 

addition to the ordinary sanctions .   

However, illicit exports of cultural goods showed no sign 

of ceasing, inducing Ferdinand IV, a little less than three years, to 

promulgate  on March 11th, 1769 the Prammatica LX163 (published 

on April 4 th of that year), with which he fundamentally reiterated 

the paternal prescriptions of 1755 so «da ora in poi niuna persona 

di qualunque grado, o condizione si sia, ardisca di estrarre da 

qualsivoglia luogo di questa predetta Capitale , e Regno, Reliquie 

di antichità »164. A virtuous goal, but the result was  unavoidably  

imperfect. 

 

 

 

1.5 Prohibited souvenirs  from Pompeii  

 

 

                                                           
161 Prammatiche 1803-1805, IV, p. 208 (Prammatica LIX). 
162 Cf. below. 
163 Published in Prammatiche 1803-1805, IV, pp. 210-213. 
164 Prammatiche 1803-1805, IV, p. 213 (Prammatica LX). 
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In 1777, input was given to the prolonged operation  · 

which indeed continued until 1826 165 · of transferring the 

archaeological collection of Portici to a new museum166. Ferdinand 

IV, in fact, developed the program under which in the building 

Ìove finora ĉ stata l³Universitā degli Studj [¦] si situino le 

magnifiche due Reali Biblioteche, Farnesiana, e Palatina, 

destinandole all³uso del Pubblico. Ed oltracciò, vi saranno 

trasportati i due ricchissimi suoi Reali Musei, Farnesiano, ed 

Ercolanese per lo stesso uso» (fig. 10)167. Hence, a renewed royal 

commitment in favor of fruition , in reality never fully  guaranteed 

in previous years168, was to be extended to excavation sites169. 

                                                           
165 See below. 
166 The eighteenth-century events that led to the genesis of the ´Nuovo 

Museo dei Vecchi Studjµ (corresponding to the current Museo 

Archeologico Nazionale di Napoli ) are discussed in several essays by 

Andrea Milanese (M ILANESE 1996-1997, pp. 345-348; M ILANESE 2000, pp. 

141-143; M ILANESE 2001, pp. 586-589; M ILANESE 2013, pp. 14-18).      
167 Gazzetta universale 1777, p. 696. 
168 Cf. above. 
169 Indeed, on November 12th, 1765, in a letter to British Secretary of State 

Henry Seymour Conway (see HEATHCOTE  1999, pp. 92-94), William 

Hamilton (see below) emphasised from Naples that «The Marquis 

Tanucci, who has the direction of the Antiquities here, has lately shewn 

his good taste by ordering that for the future the workmen employed in 

the search of Pompeii should not remove any inscriptions or paintings 

from the walls, nor fill up a fter they have search'd so that travellers will 

soon have on opportunity of walking the streets and seeing the houses 

of this Ancient City [Pompeii] (which is infinitely more considerable 

than Herculaneum) as commodiously as Naples itself» (London BL, 

Correspondence of Sir William Hamilton, British Envoy at the Court of 

Naples; 1764-1800, Letter-Books of dispatches of Sir William Hamilton 



53 
 

During the reign of Ferdinand , in fact, there was a growing 

openness towards visitors who, from all over Europe, in  

progressively larger number s, were magnetised by the Vesuvian 

mirab ilia , as well as a gradual relaxation of the Charlesian 

restrictions against annotation, reproduction and dissemination 

of data (fig. 11). 

 

 

 

                                                           

to successive Secretaries of State at home; 1764-1781, Egerton MS 2634, c. 

93r published in RAMAGE  1992, p. 655).   

Figure 10 - Louis-Jean Desprez - Jean Duplessis-Bertaux - Robert Daudet, 

Antiquities found at Herculaneum being transported to the Naples museum , 

pen and ink / watercolour, 1782 ca.  

(London , The British  Museum, inv. 1864,1210.502). 

© London, The British Museum  
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On March 17th, 1777, the wealthy landowner Henry 

Blundell arrived in Naples from England 170, in the company of his 

compatriot friend Charles Townley 171, a dynamic collector of 

antiquitates who  had sparked the same passion in him . On this 

                                                           
170 On Henry Blundell see ASHMOLE 1929, FEJFER 1991, SOUTHWORTH  

1991, FEJFER - SOUTHWORTH  1991, FEJFER 1997, SOUTHWORTH  2000, SCOTT 

2003, pp. 147-154, SOUTHWORTH  2003, BIGNAMINI - HORNSBY 2010, I, pp. 

239-240, MOORE 2010, GUILDING  2014, pp. 189-195 and passim, BARTMAN  

2017, DODERO 2019, pp. 290-291, 526-529.  
171 On Charles Townley see COOK 1977, COOK 1985, GUILDING  1996, 

SCOTT 2003, pp. 193-208, COOK 2004, COLTMAN  2006, BIGNAMINI - 

HORNSBY 2010, I, pp. 326-331, GUILDING  2014, pp. 183-189 and passim, 

DODERO 2019, pp. 41-49, 263-279, 509-524. 

Figure 11 - Louis-Jean Desprez, Temple of Isis, Pompeii , pen and ink / 

watercolour, 1778-1779 (London, The British  Museum, inv. 1864,1210.501). 

© London, The British Museum  
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occasion, the two Britishmen stayed in the Neapolitan city only 

until the 22nd172, stopping at the ruins of Pompeii 173. That short 

period would have b een sufficient for Henry Blundell to be able 

to obtain some clay amphorae and lamps found in those 

excavations, as he himself reported in 1803 · unfortunately 

without better detailing them  · in his autograph áccountµ of the 

heterogeneous collection that he had formed in Ince Blundell  

Hall 174, his manor in Lancashire county. Many of the antiquities of 

the Blundell collection  · especially marble sculptures · are now 

housed in the World  Museum of Liverpool  following their 

alienation in 1959, which was the generous donation by Joseph 

William Weld, with whom the lasting inheritance of these 

antiquities in the Weld Blundell family ended 175. However, only a 

                                                           
172 Cf. INGAMELLS  1997, pp. 101, 947.  
173 For the sake of completeness, Charles Townley had visited Pompeii 

also during his first trip to Naples between February 28 th and April 6 th, 

1768 (cf. DODERO 2019, p. 268). 
174 See respectively BLUNDELL  1803, p. 171, n. CCCCXCVII («These 

[amphorae] were found in an arched vault at Pompeia») and BLUNDELL  

1803, p. 171, n. CCCCXCIX («Some of these [clay lamps] were found at 

Pompeia»).  
175 In fact, such group of antiquities was left by deceased Henry Blundell 

to his son Charles Robert Blundell in 1810, but when the latter died 

childless in 1837 it was transferred to his cousin Thomas Weld, who 

added the surname Blundell to his own in 1843. After the death of 

Thomas Weld Blundell, the artefacts initially were inherited by his 

firstborn son Charles Joseph Weld Blundell in 1887, subsequently they 

passed to his other son Herbert Joseph Weld in 1927, who had 

abbreviated his surname in 1924. As soon as Herbert Joseph Weld died 

in 1935, the material finally came in possesion of his cousin Joseph 

William Weld.           
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commercial container (db. GB 026)176 was found found among the 

artefacts of the museum. 

From the land of Albion,  meanwhile,  the neoclassicist 

architect John Soane177 arrived in the capital of the Bourbon 

kingdom on December 29th, 1778. During his pilgrimage to 

Campania, his professional inclination towards the  ancient world 

led him, among the various archaeological destinations, also to 

Pompeii, in January 1779, where he sneaked in at night to admire 

it in the moonlight 178. Once there, he could not resist the urge to 

steal a plaster fragment painted with the so-called ŕosso 

pompeianoµ (db. GB 005)179; a tiny fragment devoid of artistic and 

documentary value (beyond the mere fact of being a material 

testimony of the Vesuvian site), but full of symbolic value. In fact , 

it would be the only antiquarian relic that John Soane brought 

back from Italy to his homeland in 1780, thus probably acting as a 

starting point  for the eclectic collection that from 1792 was housed 

in the buildings at number 12 -14 of Lincoln's Inn Fields in London. 

They were converted, following the death of the owner and in 

execution of what he had prepared, in the house-museum · Sir 

John Soane's Museum · open to the public  since 1837180. The 

                                                           
176 Liverpool, World Museum, inv. 59.148.1025.  
177 On John Soane see VERMEULE 1975 [non vidi ], THORNTON - DOREY 

1992, WATKIN  1996, DARLEY 1999, RICHARDSON - STEVENS 1999, SCOTT 

2003, pp. 246-250, HARRIS - SAVAGE  2004, PIVA  2007, GUILDING  2014, pp. 

304-307, KNOX  2016, John Soane 201813.  
178 DARLEY 1999, pp. 35-36. 
179 London, Sir John Soane's Museum, inv. L130.  
180 In the first inventory register of the Sir John Soane³s Museum 

compiled in 1837 by the curator George Bailey (see COLVIN  2008 [non 

vidi ]) · who had been John Soane's assistant architect and therefore had 

first -hand information about the museum ·, the fragment was listed 
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monochrome in question was placed in the drawer of a table in 

the Library -Dining Room , the walls  of which  John Soane had 

intentionally painted in that same colour (fig. 12). In the museum 

of the English architect, another Pompeian finding  also appeared 

as a gift in 1820, a piece of stucco · broken into at least two small 

pieces · belonging to a lacunar ceiling in the Fourth Style with a 

side band decorated in red and wide unpainted stripes  of 

separation characterised by a double-oval frame (db. GB 018)181, 

which  had somehow been stolen in Pompeii in 1818182 by the 

donor Mary Swinnerton, daughter of Thomas Swinnerton for 

whom John Soane had designed the country house in Butterton in 

Staffordshire county.  

                                                           

under the heading «Some pieces of Moulding brought from Pompeii by 

Mr Soane 1780» (London TPSA, Inventory of the¦ Works of Art in Sir 

John Soane's Museum, AB, 1837, p. 10), then amended by a handwritten 

note dated 21st October, 1875 in «A piece of Moulding brought from 

Pompeii by Mr Soane 1780». 
181 London, Sir John Soane's Museum, inv. L131. 
182 «Some small pieces of moulding brought from Pompeii by Miss 

Swinnerton» is what was catalogued in the inventory drawn up by 

George Bailey in 1837 (Londra TPSA, Inventory of the¦ Works of Art in 

Sir John Soane³s Museum, AB, 1837, p. 10; cf. above, nota 180). The pair 

of fragments is kept in  the London house-museum · inside the same 

drawer in which the piece of plaster in Pompeian red is also placed 

(db. GB 005 ; see above) · still wrapped in a shred of the  Giornale del 

Regno delle Due Sicilie dated 28 March 1818, on which John Soane noted: 

«Pompeia piece of moulding <¦> a present from Miss Swinnerton July 

1820».  
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On February 12th, 1784, the Swedish king Gustav III183, a 

refined admirer and researcher of antiquit ies, taking advantage of 

the Neapolitan stop on his Grand Tour in Italy  under the guise of 

Count of Haga, together wi th a large entourage visited the ruins  

                                                           
183 On Gustav III see HENNINGS 1957, LÖNNROTH 1986, LEANDER TOUATI 

1998, LANDEN 2004, LEANDER TOUATI - FLEMBERG 2013, DI FRANCO - LA 

PAGLIA  2020. 

Figure 12 - Charles James Richardson, View in the Dining Room & Library. 

Looking North , pencil drawing / watercolour, 1832 -1833  

(London BL, C.190.b.22). 

© London, The British Library  
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of Pompeii184, Ìmonument aussi intĊressant qu³uniqueÜ185. The 

accompanying cabinet secretary, Gudmund Göran Adleberth,  

wrote  down that «Under vårt besök upphämtades några 

lerkrukor utur jorden, föga sällsynta och kan hända ditlagda för 

att gifva herr grefven af Haga det nöjet att se en lycklig 

gräfning» 186. However, neither those187 nor other Pompeian 

find ings ended up in the collection of Gustav III 188, while one of 

the acolytes, the court marshal Bror Cederström, noted in his 

confidential  travel diary that he managed to remove from the floor 

                                                           
184 An account of Gustav III's excursion to Pompeii is provided by PAH  

1860-1864, I.2, Addenda , pp. 165-166; cf. PAGANO  1997, p. 81 for the 

diaries of Francesco and Pietro La Vega. See also the compendium 

outlined by  OLAUSSON 2015, pp. 56-57 (with previous bi bliography).  
185 Letter from Gustav III to Catherine II (see OLAUSSON 1998, BONDIL  

2005, MASSIE 2011, JACQUES 2017), Naples, February 13th, 1784 (published 

in VON PROSCHWITZ 1998, pp. 215-218, n. 127).  
186 SCHÜCK  1902, p. 124 (´During our visit, some clay pots were picked 

up from the ground, uncommon and may happen to be there to give Mr. 

Count of Haga the pleasure of seeing a happy diggingµ). 
187 From Pompeianarum Antiquitatum Historia  it is learned that «19 [sic] 

Febbraio [1784] · Fatto uno scavo in presenza di SM il Re di Svezia 

nell'abitazione contigua alla Porta della città [Pompeii, Thermopolium  of 

Perenninus Nympherois  (VI 1, 2-4)], si trovò un langellone di creta a due 

manici alto pal. 2, di diam. alla panc ia pal. 1 e alla bocca on. 3.» (PAH  

1860-1864, I.2, p. 20), «ed una ciotola rotta» (PAH  1860-1864, I.2, 

Addenda , p. 166); from the diaries of Francesco and Pietro La Vega it si 

learned that at least the ´langelloneµ on Ì21 Febb(rai)o 1784 [¦] Si ĉ 

rimesso nel R(ea)le Museo» (PAGANO  1997, p. 82). 
188 In relation to Pompeii, the Swedish monarch only had a model of the 

Temple of Isis (VIII 7, 27-28) (KOCKEL 1998, pp. 72-89, n. 6), made in 1784-

1785 by Giovanni Altieri (see KOCKEL 1998, pp. 24-39, KOCKEL 2015, pp. 

267-269) for the Gustavian collection of cork models of ancient buildings.  
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of the Temple of Isis (VIII 7, 28-28) some mosaic tiles189, of which, 

however, no further information is available . 

A little over a year later, on March 8 th, 1785, it was the turn 

of the dukes of Courland and Semigallia, Peter von Biron 190 and 

his third wife Anna Charlotte Dorothea von Medem 191 · grand 

tourists  disguised as Counts of Wartenberg ·, to visit Pompeii 192. 

In 1795, their secretary, Karl Martin Plümicke193, combining his 

travel diary with that of the court  marshal Heinrich von 

Offenberg194 · both having been part of the retinue of the Baltic 

aristocratic couple ·, published Fragmente, Skizzen und 

Situazionen auf einer Reise durch Italien195. Most likely Karl 

Martin Plümicke did not go to the Pompeian ruins on the same 

day as the dukes196. However, in the pages of that chronicle, he 

reported that «Von dem einen dieser Arbeiter erhielt ich gegen ein 

                                                           
189 See OLAUSSON 2015, pp. 56-57, who has indeed drew the information 

from Bror Cederstrėm³s odeporic journal hold in private property.  
190 On Peter von Biron see BERKIS 1969 [non vidi ], FRANK - WINDHOLZ  

2012, VA«KOVâ «ÍNOVÁ  2015, WINDHOLZ  2018 
191 On Anna Charlotte Dorothea von Medem see PFLAUM  1984, 

HOFMANN - HOFMANN  2004, HOFMANN - HOFMANN  2007, HOFMANN  

2011, FRANK - WINDHOLZ  2012a, WINDHOLZ  2018. 
192 The Pompeian visit of the Duke and Duchess of Courland and 

Semigallia is recorded both in the Pompeianarum Antiquitatum Historia  

(PAH  1860-1864, I.2, p. 25) and in the diaries of Francesco and Pietro La 

Vega (PAGANO  1997, p. 84). For further information, see the essay 

of WINDHOLZ  2018.      
193 On Karl Martin Plümicke see WINDHOLZ  2018.  
194 Su Heinrich von Offenberg vd. FRANK - WINDHOLZ  2012b, FRANK - 

WINDHOLZ  2013. 
195 PLÜMICKE  1795. 
196 WINDHOLZ  2018, p. 80. 
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Stück Geld zwei Todtenköpfe, wovon der eine wegen seiner 

Weisse und Politur, und der andre seiner ganz übernatürlichen 

Grösse wegen merkwurdig war» 197. In all likelihood, the Polish 

secretary took away the two osteological findings when he left 

Italy in the autumn of 1785, but the  traces of these have been 

completely lost (perhaps also due to their  intrinsic perishability).  

Around that time, in the two -year period 1785-1786, the 

Saxon nobleman August Fryderyk Moszy Ęski198 was in Naples. 

He minutely described his excursion to Pompeii in his personal 

travel diary 199. This architect, a collector of versatile culture, co-

opted from 1764 in the royal palace of Warsaw and finally kicked 

out under pressure of detractors, had curated the historical -

artistic cabinet of the King of Poland Stanisėaw II  August us 

Poniatowski 200, acting moreover as a consultant in charge of new 

acquisitions. The Polish king had cultivated a strong interest in 

Vesuvian antiquitates. Indeed, already in 1763 he had received as 

a gift Le antichità di Ercolano esposte, later joined by other books 

regarding  these excavations, as well as several works of either 

graphical or material  manifacturing  (among which  the theatre in 

                                                           
197 PLÜMICKE  1795, p. 70, nt. *.  
198 On August Fryderyk Moszyďski see MAnKOWSKI  1926, MAnKOWSKI 

1928, ZBOInSKA-DUSZYnSKA 1970, BILInSKI 1981, BILInSKI 1982, pp. 61-69, 

M IKOCKI  1988, pp. 66-67, GIEROWSKI 1988, KOSTKIEWICZOWA  1988.  
199 Cracow BC, 17-rkps-676-IV, ´Korrespondencya krĔla¦µ Stanisčawa 

Augusta z l. 1764-1786, pp. 1991-2165 (published in Polish translation 

and partially abbreviated in ZBOInSKA-DUSZYnSKA 1970). BILInSKI 1982, 

pp. 66-67 offers, however, a concise summary.   
200 On Stanisčaw II Augustus Poniatowski  see FABRE 1952, MAnKOWSKI 

1976 (in which MAnKOWSKI  1926 is also re-published), WA»BInSKI 1992, 

ZAMOYSKI  1992, BUTTERWICK  1998, ZIENKOWSKA  1998, BUTTERWICK 2001, 

MANIKOWSKA  2004, MANIKOWSKA 2007, MANIKOWSKA 2009.   
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imitation of that of Herculaneum  definitely stands out, built in  the 

oazienki Królewskie , park of the royal summer residence of 

Warsaw)201. Well aware of this fact, August Fryderyk Moszy Ęski 

inform ed him, with a letter from Naples dated February  28th, 1786, 

that he had Ìfait l³impossible pour avoir au moins une peinture 

pour Vous, mais inutilment» 202, evidently in reference to the 

Vesuvian frescoes. Nevertheless, with a subsequent missive from 

Venice of June 6th, 1786, the Saxon architect informed the Polish 

monarch that he had arranged, among other things, to send him 

from Rome «un Beau Fragment <¦> de Pompeja, toute aquis à la 

Sueur de mon front et par vojes Illegitimes chez le Vulgaire mais 

tres Legitimement pour un Antiquaire» 203. Unfortunately , the 

identity of this b́eautiful fragment µ is unknown , further 

compromised by the immediate dispersion of t he collection of 

King Stanisėaw II  August us Poniatowski  after his death204. At least 

it is known  that a piece of Pompeii was routed to Warsaw. 

In the final years of the eighteenth century, moreover, 

unfortunately unkown people and modalities brought some 

Pompeiana to Germany, at Berlin, later gathered somehow in the 

Prussian royal collection and entered in the Antikensammlung 205. 

As a consequence of contorted museographic vicissitude for the 

                                                           
201 M IZIOlEK 2009-2010, p. 14; M IZIOlEK 2010a, p. 16; M IZIOlEK 2010b, p. 

158. 
202 Cracow BC, 17-rkps-676-IV, ´Korrespondencya krĔla¦µ Stanisčawa 

Augusta z l. 1764-1786, pp. 2187-2189 (published in BILInSKI 1982, p. 68).   
203 Cracow BC, 17-rkps-676-IV, ´Korrespondencya krĔla¦µ Stanisčawa 

Augusta z l. 1764-1786, pp. 2245-2247 (edito in BILInSKI 1982, p. 68). 
204 Cf. DODERO 2019, p. 259. 
205 Cf. KUNZE  1989b, p. 163. 
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German institute provoked by the Second World War 206, a few of 

those objects in terracotta · a bi-handled vase207, a mono-handled 

jug208, a stamnoid olla209, a small bottle210, a thymiaterion 211 · and 

in glass · two elements that cannot be better defined212 · are now 

missing. Nine other artefacts, instead, are still traceable in the 

Berlin museum; in detail, they are a trefoil jug (db. DE 073)213 and 

a basin type Tassinari S4121a (db. DE 074)214 in bronze, a clay lamp 

                                                           
206 At the outbreak of the conflict, indeed, the collection of the Berlin 

museum was secured in various bunkers placed in the city and its 

surroundings, but much material was nevertheless located and 

confiscated by the Soviet Red Army, then distributed betwee n the 

Pushkin State Museum of Fine Arts in Moscow and the Hermitage in 

Leningrad (now Saint Petersburg). In 1958, the USSR returned many 

artefacts to the Antikensammlung , the assets of which were split among 

venues separated by the Berlin Wall until the reunification in 1989. The 

succession of such events inevitably entailed the untraceability of several 

pieces. 
207 Berlin, Staatliche Museen zu Berlin - Antikensammlung , inv. TC 287 

(lost; see KUNZE  1989b, p. 182, note 20). 
208 Berlin, Staatliche Museen zu Berlin - Antikensammlung , inv. TC 456 

(lost; see KUNZE  1989b, p. 182, note 20). 
209 Berlin, Staatliche Museen zu Berlin - Antikensammlung , inv. TC 463 

(lost; see KUNZE  1989b, p. 182, note 20).  
210 Berlin, Staatliche Museen zu Berlin - Ant ikensammlung , inv. TC 493 

(lost; see KUNZE  1989b, p. 182, note 20).  
211 Berlin, Staatliche Museen zu Berlin - Antikensammlung , inv. TC 1193 

(lost; see KUNZE  1989b, p. 182, note 20). 
212 Berlin, Staatliche Museen zu Berlin - Antikensammlung , invv. TC 1387 

(lost; see KUNZE  1989b, p. 182, note 20), TC 1525 (lost; see KUNZE  1989b, 

p. 182, note 20). 
213 Berlin, Staatliche Museen zu Berlin - Antikensammlung , inv. 31718 a. 
214 Berlin, Staatliche Museen zu Berlin - Antikensammlung , inv. 31718 b. 
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type Loeschcke III with Leda and the swan depicted on the discus 

(db. DE 075)215, two commercial amphorae (db. DE 101, DE 114)216, 

two ollae in kitchen ware attributable to type Di Giovanni 2312a 

(db. DE 102, DE 117)217, an olla in common ware similar to type 

Gasperetti 1213b (db. DE 103)218, a glass unguentarium (db. DE 

119)219.               

By now the echo of the discovery of Pompeii had spread 

widely in the circles and cultural salons of the whole of Europe, 

arousing enthusiastic curiosity almost everywhere . The 

exceptional nature of the findings lit the collectors' fever, such that 

they were willing without hesitation to break  the law just to get 

hold of a Pompeian find to show off in their collections.  

 

 

 

1.6 The William Hamilton case   
 

 

On November 17th, 1764 the Englishman William 

Hamilton 220 arrived in the capital of the Bourbon state , as an 

                                                           
215 Berlin, Staatliche Museen zu Berlin - Antikensammlung , inv. TC 968. 
216 Berlin, Staatliche Museen zu Berlin - Antikensammlung , invv. TC 295 

(db. DE 101), TC 387 (db. DE 114).  
217 Berlin, Staatliche Museen zu Berlin - Antikensammlung , invv. TC 2768 

(db. DE 102), TC 1280 (db. DE 117). 
218 Berlin, Staatliche Museen zu Berlin - Antikensammlung , inv. TC 2763. 
219 Berlin, Staatliche Museen zu Berlin - Antikensammlung , inv. TC 446. 
220 The increased relevance of William Hamilton (for whose biography 

see CONSTANTINE  2001) in the history of European collecting in the 

second half of the eighteenth century · one with influential 
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extraordinary envoy of the sovereign of Great Britain  (fig. 13). He 

would  later give a further strong shock to the Neapolitan 

antiqurial environment. At Palazzo Sessa, his home at number 31 

in vico Santa Maria a Cappella Vecchia on the hill  of Pizzofalcone, 

he managed to gather a very valuable collection of antiquities, in 

which the vases³ section played a primary role. This collection was 

made even more renowned thanks to the publications edited by 

the self-styled French baron Pierre-François Hugues 

d'Hancarville 221 first and by the German painter Johann Heinrich 

Wilhelm Tischbein 222 later223, sealing the success of the 

international fashion for the so-called v́asi etruschiµ224. 

                                                           

repercussions in the nineteenth century · is reflected in a substantial 

bibliography, in which it is worth mentioning: Hamilton collection  1972 

[non vidi ], KNIGHT  1990, RAMAGE  1990, CHEVALLIER  1993, JENKINS  - 

SLOAN  1996, BURN  1997, CVA  Great Britain 20, SCOTT 2003, pp. 172-185, 

M ILANESE - DE CARO 2005, GUILDING  2014, pp. 176-183 and passim, 

D³HANCARVILLE  2015, DODERO 2019, pp. 197-213.  
221 D'H ANCARVILLE  1766-1767.  

On Pierre-François Hugues d'Hancarville see HASKELL 1984, GRIENER 

1992, SCHNAPP  1991, HÖNES 2014, pp. 33-86, MACK  2017. 
222 TISCHBEIN 1791-1795.  

On Johann Heinrich Wilhelm Tischbein see FRIEDRICH  - HEINRICH  - 

HOLM  2001, BONGAERTS 2006, CIOFFI 2017. 
223 In a recent contribution,  KALKANIS  2012 intriguingly highlighted the 

pervasive impact that the paper repertoires signed by D³HANCARVILLE  

1766-1767 and by TISCHBEIN 1791-1795, regarding the ancient Greek and 

Italiot figurative pottery collected by William Hamilt on, had on visual 

culture as early as the first decades of the 19th century.  
224 For further information on this topic see MASCI 2014b (with previous 

bibliography).  
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William Hamilton was able to integrate fully into the 

socio-political, and cultural context of the Kingdom of Naples,  

benefitting from his important ambassadorial position 

maintained until 1800 , thus coming into close contact also with the 

actors of the Vesuvian archaeological scene. Through his prolific 

correspondence, it emerges that he visited the ruins of Pompeii on 

multiple occasios, sometimes as a solitary excursionist, sometimes 

as an affiliate of Ferdinand³s cortege or as a companion for his 

guests. He often gave news to various correpondents about the 

situation of Pompeian excavations from this direct knowledge 

that he had gathered, which he could update regularly 225. In this 

regard, moreover, he sent a great deal of information, in the form 

of a detailed report, to the Society of Antiquaries  of London, of 

which William Hamilton had become a fellow  in 1772. The 

Hamiltonian report  reached, at the beginning of 1775, Jeremiah 

Milles 226, president of the London institution, where it was 

presented in a series of meetings held between January and 

February of that year; finally . It was published in 1777 in the 

society³s magazine Archaeologia227, enriched by illustrations 

prepared by the engraver James Basire228 based on elegant 

watercolor drawings that had been made by the painter Pietro 

Fabris229, William Ha milton's favorite collaborator.  

                                                           
225 CARRELLI  2016, p. 22. 
226 On Jeremiah Milles see CRESSWELL 1921, ROLING  2019. 
227 HAMILTON 1777. 
228 On James Basire see GODDARD 2017, pp. 65-202.  
229 On Pietro Fabris see, in general, M IDDIONE  1993; moreover, see 

KNIGHT  1983, BECK SAIELLO  2008, BELLUCCI  2010, CARRELLI 2017, 

CARRELLI  2019.    
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Interest in Pompeii also had repercussions on the British 

ambassador³s collecting fervor, as properly  documented de visu 

by an exceptional witness such as Johann Wolfgang von Goethe230. 

On May 27th, 1787, during his Italian Grand Tour, the German 

writer was in fact received at Palazzo Sessa and there, through the 

benevolent intercession of the compatriot artist Jakob Philipp 

Hackert231, he was led by the landlord «in sein geheimes 

[reasonably a basement] Kunst- und Gerümpelgewölbe. Da sieht 

es denn ganz verwirrt aus; die Produkte aller Epochen zufällig 

durcheinander gestellt: Büsten, Torse, Vasen, Bronze von 

sizilianischen Achaten allerlei Hauszierat, sogar ein Kapellchen, 

Geschnitztes, Gemaltes und was er nur zufällig zusammenkaufte. 

In einem langen Kasten an der Erde, dessen aufgebrochenen 

Deckel ich neugierig beiseiteschob, lagen zwei ganz herrliche 

Kandelaber von Bronze. Mit einem Wink machte ich Hackerten 

aufmerksam und lispelte ihm die Frage zu, ob di ese nicht ganz 

denen in Portici [which museum had been visited by Goethe on 

March 18th, 1787232] ähnlich seien. Er winkte mir dagegen 

Stillschweigen; sie mochten sich freilich aus den pompejischen 

Grüften seitwärts hieher veroren haben. Wegen solcher und 

ähnlicher glücklicher Erwerbnisse mag der Ritter [William 

                                                           
230 On Johann Wolfgang von Goethe see PARLASCA  1999-2000, SHARPE 

2002, SAFRANSKI  2013.  
231 On Jakob Philipp Hackert see, in general, NORDHOFF 2004; moreover, 

see DE SETA 2005, DE SETA 2007, Hackert 2008. 
232 During the trip to the  Herculanense Museum , the German scholar 

was in fact struck by the  «Hohe, schlanke, eherne Gestelle [¦] die 

Lampen zu tragen» (GOETHE 2016, p. 168). 
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Hamilton] diese verborgenen Schätze nur wohl seinen 

vertraustesten Freunden sehen lassen»233.  

The suspicions that Goethe insinuated about the 

illegitimate appropriation of a pair of candelabra of allege d 

Pompeian origin  by William Hamilton 234, would intensify in the 

light of an unpleasant episode that followed shortly thereafter 

involv ing the English nobleman. It is a theft occurred on June 19th, 

1787 in the Herculanense Museum, as reported by La Gazzetta 

Universale: «Penetrati i ladri nella stanza, ove conservasi a Portici 

il R. Museo Ercolanese vi hanno rubate con scasso varie di quelle 

rarità per cui si sono prese dal Governo le più diligenti misure 

onde scuoprirne gli Autori» 235. A  file of the Segreteria di Stato di 

Casa Reale, kept in the State Archives of Naples (doc. 01)236 

provides the official record of the investigations that were carried 

out by the competent authorities.  

With a meticulous representation dated May 5 th, 1788, the 

Udienza Generale di Guerra e Casa Reale · a collegial court 

appointed to settle the judicial  case · formali sed in writing the 

conclusion of the investigation which brought to justice the 

perpetrators of the crime, Pietrantonio Testa · son of the custodian 

                                                           
233 GOETHE 2016, p. 262. 
234 RAMAGE  1990, p. 471 instead hypothesizes that the two bronze 

candelabra would have been simply a gift from Ferdinand IV as a sign 

of admiration for William Hamilton, but this would contrast with the 

atmosphere of secrecy described by Goethe.  
235 Gazzetta universale 1787, p. 408. 
236 Naples ASN, Segreteria di Stato di Casa Reale, b. 1544, fasc. 18, cc. 1r-

11v (cited in Fonti documentarie  1979, p. 108; published in D'A LCONZO  

1999, pp. 66-67 · comment ·, pp. 148-150, Appendice nn. 7-7.2 · 

transcription of two out of three documents making up the file ·. 
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of the Portici  museum · and Gaetano Biondi · restorer of the 

bronze artefacts ·. The latter had extrajudicially confessed at least: 

 

Ìdi aver³Essi, non solamente rubato da³ circa 16: Lucerne, ma³ 

ben³anche 4 Vasi, e diversi Candelabri, de³ q.li non spiegavano il 

numero, e che per mezzo di un tal Niccola Castaldo Scopigliere 

degli Orefici, erano capitate al Ministro d³Inghilterra Hamilton 

una d.tte Lucerne».   

 

From this excerpt, therefore, the receiver · who was 

equally condemned · was revealed, a certain Nicola Castaldo. He 

was a goldsmith active in th e Borgo Orefici  of Naples. The area 

was scrupulously mentioned in the Prammatica LIX  237 as having 

apparently been a swarming neighborhood of ḿezzaniµ of the 

antiqu iti es market, of which William Hamilton was obviously a 

regular customer without concern for the lawfulness of their 

supply channel, instead enticed by the possible Vesuvian source 

of the goods, as in the specific case of the aforesaid lamp sold to 

him by Nic ola Castaldo.     

In any case, the investigators made every effort to carry out 

the precise detection of the objects stolen from  the Herculanense 

Museum:   

 

ÌfĚ fatto il confronto coll³Inventario Gen.le, e fĚ incontrata la 

mancanza di 16: Lucerne, di un Sostegno di bronzo, per³uso di 

Lucerna, Otto Vasi di bronzo, e finalmente di 17: Candelabri, 

similmente di bronzo».  

 

                                                           
237 Cf. above. 
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From what the same document reveals, among the efforts 

aimed at recovering the stolen goods, on June 28th, 1787, some 

archaeological materials were essentially temporarily 

requisitioned from Hamilton ³s cabinet:  

 

«7 Candelabrj, 10: Lucerne, un Vaso ad³un sol manico, ed³una 

Patera, con³ordine di farne l³uso conveniente, e che si fossero 

restituiti a³ tempo suo al Caval:r Hamilton que³ pezzi, che tra 

med:mi non si fossero trovati appartenere al R.l Museo 

[¦] Trasportati dunque tutti i sudd: tti  Generi esibiti nel R.l Museo 

di Portici, [¦] furon fatti ripartitamente riscontrare dal Custode 

la Vega [Francesco La Vega] coll³Inventario Gen.le del Museo, e 

fĚ trovato, che sette de³ Candelabri esibiti dal Caval:re Hamilton, 

erano di quei 17, che mancavano; delle 10: Lucerne, 5 

ne³appartenevano al Museo, come apparteneva il Vaso». 

 

In general, the Bourbon apparatus for the protection of 

cultural heritage proved to be fairly efficient . Indeed, on July 3rd, 

1787, just two weeks after the theft, in addition to the find ings in 

the possession of the British ambassador, it was again 

communicated in the Gazzetta universale that «Sono stati ritrovati 

nella maggior parte i varj pezzi d³antichitā derubati dal Museo 

Ercolanense di Portici»238, found  through different means: 

 

«li due Candelabri esibiti dal Medico Cotugno [Domenico 

Cotugno239, a distinguished doctor of medicine from Ruvo di 

Puglia, who likewise had bought them from Nicola Castaldo], 

                                                           
238 Gazzetta universale 1787, p. 440. 
239 On Domenico Cotugno see, in general, PREMUDA  1984; moreover, see 

BORRELLI 2000.   
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erano de³ 17: mancanti, come pure una delle Lucerne esibite dal 

Med:mo; Ed³ in fine de³ Generi esibiti dal Cappellano Crispo 

[Ferdinando Crispo d'Oria, Chaplain of the King's Chamber, to 

whom they had been delivered under the seal of confession by 

someone who therefore retained anonymity], fù trovato 

appartenere al Museo le Lucerne, li tre Vasi, e li due Bassorilievi 

di Marmo.  

[¦] Di ciē, che poi fĚ ritrovato in casa di Nicola Castaldo, le sole 

due basette furono riconosciute dello stesso bronzo della 

Fonderia». 

 

The thieves and reseller were duly arrested. It was deemed 

appropriate  to consider the good faith  of the buyers · above all 

guaranteed by their good social reputation  ·, so Ferdinand IV, as 

clarified  by the  response to the Udienza Generale di Guerra e 

Casa Reale dated May 20th, 1788, confirmed:     

 

Ìch³infatti siano [¦] restituiti [¦] al Cav.r Hamilton con ogni decenza 

[¦] quei pezzi [¦] che sono stati riconosciuti non appartenere al 

R.l Museo Sud.to». 

 

However, the five lamps and the patera returned to William 

Hamilton, having been suspected · presumably on the basis of 

their extrinsic characteristics · og having a connection with the 

Portici³s stolen materials, could still  have come from the Vesuvian 

area, like the two bronze candelabra reported by Goethe. The 

hypothesised ²Pompeianity³ of the latter, as supposed by the 

German vate, cannot be verified, although it is admissible.  In the 

absence of any descriptive elements, they are unfortunately not 

even identifiable among the six Hamiltonian candelabra · all 
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attributable for technical -stylistic qualities to workshops in 

Campania from the  1st cent. AD  · that arrived at The British  

Museum in London 240 in 1824 by virtue of the bequest of Richard 

Payne Knight241, an avid English  connoisseur who in 1794 had 

purchased a hundred bronze artefacts from William Hamilton 242. 

Indeed, in the conspicuous group of artefacts of the 

collection of the British ambassador, that variously converged at 

the London museum, only three, included those in the lot that 

Hamilton himself sold to The British  Museum in 1772243, are 

labeled as findings from Pompeii. In mere inventory order, the 

first is a fragment of wall painting in Third Style, dating back to 

around the second quarter of the 1st cent. AD, which depict s a pair 

of ducks facing right on a bluish gray background ( db. GB 004)244; 

the second is a peculiar set of organic remains made up of figs and 

pieces of bread charred by the volcanic eruption of 79 AD (db. GB 

003)245; finally, a bronze handle shaped like a dolphin, generically 

dated in the 1st cent. BC (db. GB 012)246. 

The contextual reference may be accepted as truthful as it 

is, a 'brand' plausibly deriving precisely from Hamiltonian 

                                                           
240 London, The British  Museum, invv. 1824,0417.2, 1824,0417.3, 

1824,0417.4, 1824,0417.5, 1824,0417.6, 1824,0417.7.  
241 On Richard Payne Knight see PEVSNER 1949, CLARKE  - PENNY  1982, 

BALLANTYNE  1997, SCOTT 2003, pp. 185-193, HÖNES 2014, pp. 87-166.   
242 For further details on this trade, consult   JENKINS - SLOAN  1996, pp. 

217-218, n. 126 (fig. 85 shows the candelabra discussed here) 
243 A summary of the antiquities ceded in that transaction by William 

Hamilton to The British Museum  as disclosed in Gentleman³s 

Magazine 1778, pp. 505-506; cf. DODERO 2019, p. 206. 
244 London, The British  Museum, inv. 1772,0307.1.  
245 London, The British  Museum, inv. 1772,0311.92-93. 
246 Londra, The British  Museum, inv. 1918,0101.26 (ex inv. 1772,0310.50?).  
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indications , although it cannot be proven. I t is however legitimate 

to ask · in light of the foregoing  · whether these findings 

embellished the collection of the noble English collector as 

privileged donations from the King of Naples or as careless 

acquisitions on the antiquarian black market. I n any case, William 

Hamilton later obtained, without political and  legislative hitches, 

the licence to export them to his motherland , undoubtedly also 

thanks to the prerogatives connected to diplomatic immunities 247. 

 

                                                           
247 Indeed, the legates benefited from preferential treatments for the 

exportation of commodities, cultural goods included, as M ILANESE 2014, 

pp. 83-84 has wisely pointed out in relation to the Neapolitan records, 

even if limited to the Bourbon eighteenth cen tury (cf. below).       
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Figure 13 - Joshua Reynolds, Sir William Hamilton , oil on canvas, 1777-1782 

(London, National Portrait Gallery, inv. NPG 680).  

© London, National Portrait Gallery  
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1.7 «per servire di lume al furto occorso di alcune Pitture 

antiche nel R.le Scavo di Pompei» (1792) 

 

 

Overall, towards the turn of the eighteenth century, the 

exodus of cultural goods from the Kingdom of Naples continued  

incessantantly. This often took place in a hideously clandestine 

way, despite the corpus of laws, so much so that even the scholar 

from Cortona Domenico Venuti 248 · who from 1779 held various 

positions in the service of Ferdinand IV, including from 1785 that  

of Direttore Generale degli Scavi del Regno ·, alerting with a 

representation of June 17th, 1790 the Marquis Carlo De Marco249 · 

Segretario di Stato di Grazia e Giustizia · of a lively traffic of 

ancient marble sculptures sent from the Neapolitan city to further 

replenish the antiquarian market of Rome, had to express his 

regret because «non si puol punire nessuno, giacché in genere di 

quadri antichi, di Statue, di Vasi, ed altro appartenente ad 

antichità, non v i è stato Ordine alcuno, che ne impedisca 

l³Estrazione; onde stimerei, che da qui avanti la M.S. fissasse una 

proibizione di Estrazione, se prima le cose, che si vogliono far 

uscire dallo Stato, non siano esaminate, come inutili per il R. l 

Museo»250. The abstruse neglect manifested by Domenico Venuti 

regarding the Prammatiche LVII -LX could be interpreted as a sign 

                                                           
248 On Domenico Venuti see CATELLO  1980, COCCHI  1982, CAROLA -

PERROTTI 1984, CAROLA -PERROTTI 1986, STRAZZULLO  1991-1992. 
249 On Carlo De Marco see, in general, DE MAJO 1990; moreover, see 

URGESI 2019. 
250 Naples ASN, Segreteria di Stato di Casa Reale, b. 1544, fasc. 43 

(published in D'A LCONZO  1999, pp. 70, 72 · comment ·, p. 150, 

Appendice n. 8.1 · document transcription ·).  
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of their ineffectiveness. In addition to chronic issues of 

application, the Bourbon legislation governing the 

éxtraregnazioneµ of historical -artistic heritage was also likely to 

be rendered ineffective by the absence of a predetermined 

mechanism for replacing the experts when Alessio Simmaco 

Mazzocchi and Giuseppe Bonito died, respectively in 1771 and in 

1789. This, in fact, would emerge from the draft  of the royal 

resolution , dated July 7th, 1790, addressed to the Regia Camera 

della Sommaria · the auditing body of the state accounts and an 

administrative tribunal  ·, precisely decreeing «che si rinnovi 

l³annesso Bando [actually, the announcements of 1755 and 1769 

were enclosed], coll³inserta forma, proibitivo dell³estrazione delle 

antichità dal Regno; surrogandosi, in luogo del defunto Can.co 

Mazzocchi, D. Nicola Ignarra Accademico Ercolanese [literary 

canon dedicated to studies of classical epigraphy251], ed il Cav:re D. 

Domenico Venuti , Intend :te Gen.le degli Scavi; ed in luogo del fu 

D. Giuseppe Bonito, i Direttori della R :le Accademia di Pittura , D. 

Domenico Mondo [Baroque artist of the Solimenesque school252], 

e D. Guglielmo Tischbeyn [Johann Heinrich Wilhelm Tischbein] ; 

e che si pubblichi ne' Luoghi soliti, e nelle forme consuete»253.    

As far as it was concerned mainly with safeguarding  

Pompeian antiquities, it was necessary to face the problem of 

thefts, often aggravated by guilt or at least by the complicity of 

caretakers and/or other internal staff , even before it sought to 

                                                           
251 On Nicola Ignarra see DODERO 2019, pp. 174-175. 
252 On Domenico Mondo see, in general, EPIFANI  2011; moreover, see 

CAMPANELLI  1997. 
253 Naples ASN, Segreteria di Stato di Casa Reale, b. 1544, fasc. 43 

(published in D³ALCONZO  1999, p. 73 · comment ·, p. 151, Appendice n. 

8.2 ·document transcription ·). 
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address any irregular traffic in antiquities . In the Hamiltonian 

affair of 1787-1788, the complicity of two individuals orbiting 

around the Herculanense Museum was clear. An unpublished file 

preserved in the Archivio Storico del Museo Archeologico 

Nazionale di Napoli  (doc. 02)254 instead casts doubt  on the conduct 

of two overseers of the excavations of Pompeii regarding a matter 

of 1792-1793. 

With a diligent message from the Vesuvian site, on 

November 23rd, 1792 the soprastante Gioacchino Perez Conde255 

hastened to warn the architect director Francesco La Vega: 

 

«come questa notte p.ta nelle porte della Citta, hanno tagliate 

quattro pitture, cioè, nella stanza dove si tagliò un quadro che 

rappresentava un pittore nell³atto di prendere il ritratto ad un 

Idolo, una testa. Nel cortile contiguo a questo casam.to, e 

propriam. te nel tablino, hanno tagliata una quaglia. E nell³ultimo 

cortile, nella stanza col fondo torchino, e propriam. te nella stanza 

dove lo manto [Giuseppe Lo Manto 256, painter and official 

draughtsman of the Pompeii excavations from 1788 to 1791] non 

poté finire lo disegno, hanno tagliato una delle baccante già 

disegnata dal detto manto, ed una testa. Il tutto e fatto con arte e 

portato via». 

 

The news is almost similarly recorded in the 

Pompeianarum Antiquitatum Historia , with the important 

addition of the topographical location of the ćutsµ «nella casa 

                                                           
254 Naples ASMANN, VIII C5, 3, cc. 1r -63v. 
255 On Gioacchino Perez Conde see GARCÍA Y GARCÍA  1998, II, p. 916. 
256 On Giuseppe Lo Manto see GARCÍA Y GARCÍA  1998, II, p. 729. 
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detta del Chirurgo» 257 (VI 1, 9-10; 23). From the frescoed walls, a 

head was removed in the room 19258 · a space well recognisable 

by reference to the distinctive pinax with a painter who portrays 

a herm of male divinity 259 ·, clearly the portrait medallion that 

centrally adorned the southern side panel composing the 

decoration in the Fourth Style  of the east wall260; a quail in the 

tablinum ; another head and a maenad in a room around the 

portico . 

In the rest of the communication, having complained 

about the shortage of guards for the large area of the ruins of 

Pompeii, Joachim Perez Conde informed that: 

 

«Ieri vennero due paranze, una di Forestieri condotti dall  da un 

certo Abbate che fa d³Antiquario, questo tiene un lungo naso, ed 

è avanzato in età, ed è solido il venire conducendo forestieri, non 

ho potuto sapere come si chiami». 

 

On the following day, having obviously carried out further 

investigations, the soprastante returned to write to Francesco La 

Vega, first of all to denounce the sergeant Antonio Fodò and the 

soldier Giuseppe Schiavo · custodians of the excavations of 

Pompeii · as suspects of the theft, also to connect the foreign party 

with a previous group of visitors from France:  

 

«La semana p.ta venne una paranza di francesi, e domandarono di 

volere essere accompagnati dal detto Sarg.te [Antonio Fodò], e 

                                                           
257 PAH  1860-1864, I.2, Addenda , pp. 172-173.  
258 Cf. PAGANO  - PRISCIANDARO  2006, I, p. 87.  
259 Naples, Museo Archeologico Nazionale d i Napoli , inv. 9018. 
260 Cf. PPM IV, p. 73, fig. 43a-b. 
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doppo un lungo d iscorso, disse non potere lui andarli servendo, 

le lasciò, ma poi andiede a mangiare con loro. Con la paranza che 

venne vantejeri [¦] vi era una Madama della comitiva della 

Semana p.ta». 

 

At that point, on that same November 24 th, 1792, Francesco 

La Vega informed  the Segretario di Stato di Grazia e Giustizia, the 

Marquis Carlo De Marco, on the case. He did not delay his reply, 

transmitting to the architect director of Pompeii, on November 

28th, the order from the Royal Palace to do everything possible to 

identify the culprits.  

Two days later, as we learn in a new missive addressed to 

De Marco, La Vega had the opportunity to meet King Ferdinand 

IV, who did not fail to ask him for updates on the investigations. 

The Spanish architect had to respond to the sovereign what he 

then reported to the Segretario di Stato di Grazia e Giustizia in a 

representation from Portici on December 1st, 1792, that is, with a 

detailed reconstruction of the background and some shrewd 

observations of the events after the night of November 23th:  

 

«Nel corso della settimana de i 12. a i 17. del passato Mese andiede 

allo Scavo di Pompei una comitiva di Forastieri unitam. e ad una 

Signora; nell³entrare al lavoro richiesero di essere accompagnati 

dal Sargente Invalido, che restava ivi distaccato, per nome Ant.o 

Fodò, di nazione Francese; ma dopo una lunga conferenza avuta 

con questi, disse di non potere andare servendoli, sicché furono 

accompagnati dal solito uomo per nome Antonio Sicuteri; uomo 

fidatissimo, ed incapace di qualunque mancanza. Posteriorm.e si 

seppe, che il detto Sergente Ant.o Fodē fu all³Osteria a pranzo colli 

Forastieri detti di sopra. Il giorno de i 22. dello scorso vi fù a 
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Pompei una comitiva di Forastieri; ma dal Sottote.e, e Soprastante 

d. Giovacchino Perez Conde non sapevasene il nome; e dice lo 

stesso Sicuteri, che fra questi vi era la Sig.ra detta di sopra venuta 

nell³antecedente settimana. 

Il Ten.e Col.o e Comandante della R. Fabbrica delle Armi della 

Torre dell³Annunziata per incidenza mi disse, che il giorno 20. la 

mattina era stato ad osservare la medesima un Gen.le Moscovita, 

con una dama accompagnati dall³Ab.e d. Domenico Tata [Molise 

naturalist, passionate scholar of Vesuvius261]; dal mio Ajutante al 

R. Museo d. Pirro Paderni [son of Camillo Paderni, he was the 

successor of Francesco La Vega to the direction of the 

Herculanense Museum] mi si d ice, che era stato ad osservare il R. 

Museo nello stesso giorno dopo il pranzo un Sig.re con una dama, 

accompagnati da esso Sig.re Abate, e che il giorno appresso, che 

corrisponderebbe alli 21. (nellocche forse equivoca dovendo 

essere il giorno 22) li vidde passare, e credette andassero a 

Pompei; sicché sembra potetti assicurare, che tale Abate, che non 

conoscessi per nome dal Sig.re Perez, sia il Sig.re Tata. In tale notte 

consecutiva al giorno 22. come ho detto furono tagliate le Pitture 

in Pompei. 

Li Forastieri di distinzione andati al Museo in detti giorni furono, 

come ho rilevato dai biglietti, il Gen.le Tamara, il Gen.le Greniny, 

ed il Ge.le Clarfait. 

La mattina de i 23. andiede in Napoli il Sargente Fodò con un 

soldato di detto distaccamento per nome Giuseppe Schiavo, senza 

richiederne il permesso all³ufficiale, ivi destinato per Soprastante, 

e ritornò al suo posto il giorno 24. portando seco della Carne; e 

                                                           
261 On Domenico Tata see, in general, PALMIERI  2019; moreover, see DI  

CASTIGLIONE  2006-2014, II, nota 4 a pp. 422-424.   
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fece varie spese straordinare al suo stato, sino a dare un pranzo il 

giorno 25». 

 

Therefore, the link between the theft and a pair of French 

tourists  is unequivocal. Their i dentity , however, was 

unfortunately not possible to determine . It is plausible that they 

benefitted from the  aiding and abetting of Giuseppe Schiavo and, 

above all, Antonio Fodò · also of French nationality (in the 

documents³ file , he is even indicated as Antonio Fedau or Antonio 

Fodau) ·, who was involved , after the crime, in śpese 

straordinarieµ which he probably sustained thanks to the reward 

collected for his contribution to the crime. This is an operation in 

which, always according to Francesco La Vega, an unknown third 

party would also have been involved, given that:          

  

«la notte, in cui successe il furto era una delle più tempestose; e 

che per tagliarsi li pezzi d³intonachi rubati, facendosi questo con 

arte, come indicano le tracce lasciate, vi si richiedeva circa 4. ore: 

che avea da farsî con lume: e che ha dovuto farsî da un uomo 

esperto di tal magistero, non persuadendomi, che sia cosa da 

eseguirsi da chi che sia». 

 

In response, on December 5th, 1792 Carlo De Marco 

announced to Francesco La Vega the royal decision to proceed 

with the arrest of both Antonio Fodò and Giuseppe Schiavo. 

Nonetheless, the investigations continued and interrogations 

were held in order to define the issue in all its aspects, in an 

attempt to ward off the concerns expressed by Francesco La Vega 

· and the entire Bourbon court in general  · to Carlo De Marco in 

a report from Portici of December 22nd, 1792:        
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«temo che quando non si dia un qualche castigo, a chi possa avere 

fatto o cooperato al furto commesso in Pompei, presto si 

vederanno le fabbriche ivi esistenti  ̓ spogliate  ̓ di quanto possa 

piacere alli forestieri che si concorrono adesso per osservarle». 

 

During the  investigation over about nine months, from 

January 25th, 1793 Francesco La Vega was joined by the ́scrivanoµ 

Michele Zagarino, an employee of the regent of the Gran Corte 

della Vicaria  · plea magistrate of all the courts of the Kingdom of 

Naples · Luigi de'  Medici 262. The two imprisoned  supervisors 

persevered in professing that they were not connected to the theft. 

Since no depositions (moreover contradictory) or other 

evidentiary elements were found , on August 28th, 1793 Ferdinand 

IV finally ordered · as it is reported in a palatine dispatch signed 

by Carlo De Marco and addressed to Francesco La Vega · that 

Antonio  Fodò and Giuseppe Schiavo:  

 

Ìsieno scarcerati, ma poichĊ si ĉ osservata ne³ med:i una supina 

oscitanza ne³ loro doveri, e nel Sergente Fodē una disubbidienza 

agli Ordini de³ suoi Superiori, ha ordinato S.M. [Ferdinand IV] , 

che i med:i non debbano per L³avvenire essere impiegati alla 

custodia di Luoghi gelosi [that is Pompeii] ».      

 

And so, in short, the case remained unsolved. Beyond 

mere suspicions, no person responsible was ever identified and 

the four fragments of frescoes torn off  from the Pompeian walls, 

                                                           
262 On Luigi de' Medici see, in general, VANGA  2009; moreover, see 

N ICOLINI  1935, DEL BAGNO  2007.    
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with all likelihood sent beyond the Alps, unfortunately vanished 

without leaving any trace.  

 

 

 

1.8 Two Pompeian frescoes of the Duke of Sussex 

 

 

A similar fate is shared by two wall paintings that would 

likewise have been found in Pompeii and somehow came into the 

property of the Duke of Sussex. 

No archival documents have emerged related to this affair , 

except for a small amount of information in a nineteenth -century 

bibliographic source. It is the catalogue of the collection of 

antiquities brought together by Bram Hertz 263, a member of the 

Instituto di Corrispondenza Archeologica di Roma , which was 

printed in 1851264 · mostly compiled by Wilhelm David Koner 265, 

a Berliner historian  ·266. Bram Hertz was a German jeweler, a 

native of Hanover , who  had lived in London  since 1837, where he 

housed his collection in the propert y at number 32 on Argyll 

Street. In the very limited section of the above-mentioned 

catalogue dedicated to Vesuvian paintings (four in total) 267, two 

frescoes are said to come from Pompeii: the first, measuring 

                                                           
263 On Bram Hertz see WESTGARTH 2009, p. 116, TYTHACOTT  2010, pp. 56-

61. 
264 Catalogue Hertz 1851. 
265 On Wilhelm David Koner see FEYL 1993, pp. 21-23. 
266 The news is provided by GERHARD  1851, col. 91, nota *.  
267 Catalogue Hertz 1851, p. 124, nn. 1-4. 
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approximately 28x23 cm, depicts Venus and Adonis268; the second, 

measuring approximately 22x22 cm, represents Cupid and 

Psyche269. Immediately below, it was added that «These two 

paintings were formerly in the possession of H. R. H. the late Duke 

of Sussex» 270. 

At the time, this title belonged to Augustus Frederick 271, 

who died in 1843. He was the sixth son of the British King George 

III 272. Because of his asthmatic condition, as well as his liberal 

politica l views , in the last decade of the eighteenth century the 

English prince lived far from his motherland, electing Italy as his 

residence. He arrived in Rome in 1791 and went to Naples at the 

end of that same year, then alternating his home between the two 

cities until he return ed to England in 1798. His arrival in the 

capital of the Bourbon kingdom was announced by James Bland 

Burges, Undersecretary of State for Foreign Office, by means of an 

epistle from London of November  1791273, delivered to William 

Hamilton, who favored the w elcome inclusion  in the milieu  of the 

Neapolitan court of the young  Augustus Frederick.  Through his 

relationship with the ambassador, he was certainly able to 

generate or at least to develop his interest in the ancient world, so 

much so that from 1793 he was even the protagonist · together 

                                                           
268 Catalogue Hertz 1851, p. 124, n. 2. 
269 Catalogue Hertz 1851, p. 124, n. 3. 
270 Catalogue Hertz 1851, p. 124 
271 On Augustus Frederick see GILLEN  1976, JENKINS - SLOAN  1996, pp. 

120-121, n. 9. 
272 On George III see H IBBERT 1998, WATKIN  2004, BLACK  2006.  
273 Letter from James Bland Burges to William Hamilton, Lond on, 

November 1791 (cited in JENKINS - SLOAN  1996, p. 120). 
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with the London painter Robert Fagan 274 · of archaeological 

excavations at Campo Jemini, located about thirty kilometers 

south of Rome, ensuring the exportation to his older brother 

George Augustus Frederick275 · the Prince of Wales and future 

King George IV · of several appreciable sculptures brought to 

light in that location 276. 

It is plausible, therefore, that during his Italian stay 

Augustus Frederick took the opportunity to obtain the pair of 

Pompeian painted plaster fragments, which were then imported 

into England and later acquired by Bram Hertz. These find ings 

reappear in 1859 in the auction catalogue of antiquities collected 

by the latter277, but then owned by Joseph Mayer278 · an English 

goldsmith who settled in Live rpool, a member of the Society of 

Antiquaries  in London with a multifaceted inclination to 

collecting ·. In fact, Joseph Mayer had bought them on January 

15th, 1857 as the majority buyer in association with businessmen 

                                                           
274 On Robert Fagan see TREVELYAN  1972, TREVELYAN  1993, BIGNAMINI - 

HORNSBY 2010, I, pp. 266-268.  
275 On George Augustus Frederick see H IBBERT 1972, H IBBERT 1973, 

DAVID  1998, SMITH  1999, PARISSIEN 2001, BAKER 2005.  
276 The most famous is undoubtedly a marble statue, found in 1794, 

depicting a Venus of the Capitoline type, datable to the first half of the 

2nd cent. AD, which was donated in 1834 by King William IV 

(see ZIEGLER 1971, SOMERSET 1980) · the younger brother and successor 

of George IV · to The British Museum  (London,  The British Museum , 

inv. 1834,0301.1): see BIGNAMINI  1994. 
277 Catalogue Mayer 1859, which basically follows Catalogue Hertz 1851. 

The two frescoes from Pompeii are enumerated in Catalogue Mayer 

1859, p. 15, nn. 193-194. 
278 On Joseph Mayer see GIBSON - WRIGHT 1988, WESTGARTH 2009, p. 137, 

TYTHACOTT  2010, pp. 64-67. 
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fellow citizens, but only two years later he was forced to resell 

them as a result of the financial crack suffered by the 

consortium 279. Thereafter the frescoes, from Liverpool, where 

perhaps they had been temporarily deposited at the Egyptian 

Museum created by Joseph Mayer at 8 Colquitt Street, returned to 

London, where they were put up for auction by Sotheby's at its 

headquarters at 3 Wellington Street; both were sold on February 

7th, 1859. 

Unfortunately , after this date, there is no further 

information about the two frescoes that Augustus Frederick had 

somehow obtained from Pompeii towards the end of the previous 

century, perhaps using the same channels (legal or otherwise) as 

William Hamilton 280. On the other hand, the connection between 

the future Duke of Sussex, the British extraordinary envoy and the 

antiquity  is evident in an intriguing gouache dated 1798281 · of 

which the painter from Lecce Saverio Della Gatta282 would be the 

author · (fig. 14)283, portraying a group of people inside an antique 

shop in Naples. Among the group, it is possible t o recognise both 

William Hamilton in the third figure from the right and Augustus 

                                                           
279 The fact is reported by GIBSON 1998, p. 11. 
280 See above. 
281 [Saverio Della Gatta], Un negozio di antiquariato , gouache, 1798 

(Rome, private collection); in the lower left corner, in reference to a 

headdress placed on a crate on the floor, there is the odd signature: «Il 

padrone di questo cappello dipinse Napoli 1798». 
282 On Saverio Della Gatta see, in general, GARZYA ROMANO  1989; 

moreover, see CAZZATO  2003. 
283 The artwork, published for the first time by CROCE 1921, has been 

attributed to Saverio Della Gatta by KNIGHT  2002, p. 31, note 22. 
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Frederick in the individual on the side intent  on examining a small 

fragment , which cannot be clearly defined284.              

More broadly,  however, this artistic testimony visually 

summari ses in a very suggestive way the vitality of the 

Neapolitan archaeological market during the eighteenth century , 

chronologically placing itself right at the sunset of the Age of 

Enlightenment  and at the same time on the eve of historical-

political events that will provoke  a clear break in the history of the 

Kingdom of Naples, with inevitable repercussions also on  the 

issues relating to Pompeian antiquities.        

 

 

 

 

 

 

 

                                                           
284 For a description of the gouache accompanied by the identification of 

the characters represented, see the record compiled in Grand Tour  1996, 

p. 217, n. 164 (I. Bignamini).  
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Figure 14 - [Saverio Della Gatta], Un negozio di antiquariato , gouache, 1798 

(Rome, private collection). 

from DI FRANCO - LA PAGLIA  2020, p. 215, fig. 1 
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CHAPTER 2 
 

THE FRENCH INTERLUDE (1799-1815)  
 

 

 

2.1 1799: a longus et unus annus  

 

 

The wind of the French Revolution blew strongly over 

Europe in the last decade of the eighteenth century, causing 

numerous monarchies of the Ancien Régime to stand together 

against the Nouveau Régime through the so-called first coalition, 

an alliance formed in 1792 which was obviously joined by the anti -

Jacobine Neapolitan kingdom. In any case, the fearsome armée 

d'Italie , the French revolutionary army fighting in the Italian war, 

from 1796 marched through the peninsula and, following the 

victorious battle of Civita Castellana on December 5th, 1798 against 

the Bourbon army, came to the gates of Naples. 

In this stormy climate, on the night of December 21st, 1798 

Ferdinand IV fled precipitously to Palermo. Nevertheless, among 

various things, he managed to transfer to the Sicilian city, as 

meticulously listed in a notation by Pietro La Vega 285 · 

collaborator of his brother Francesco, who took over as architect 

director of the Pompeii ruins after his death in 1804 ·, fifty -nine 

«Casse contenenti i pezzi più singolari di questo Real Museo 

Ercolanese [¦], e dette Casse si estraggono da questo Real Museo 

in vigore di dispaccio dell³Ecc.mo M.se Demarco [Carlo De 
                                                           
285 On Pietro La Vega see GARCÍA Y GARCÍA  1998, II, p. 704. 
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Marco] con data de 30. dello scorso dicembre 1798»286. A proper 

exodus of Vesuvian artefacts, treated by the sovereign as a private 

heritage worthy of being secured not only for its objective material 

and/or documentary value, but also for his subjective personal 

taste. As a consequence, on January 5th, 1799 ÌL³Intendente del R. 

sito di Portici D. Vespasiano Macedonio ordina, che non esistendo 

più colà il R. Museo Ercolanese, si dovessero sospendere tutti gli 

scavi; ed il giorno seguente sono licenziati tutti gli operai ed 

impie gati con giornaliere mercedi»287. 

Finally, on January 23rd, 1799, French troops entered 

Naples triumphantly led by General Jean-Etienne Vachier, known 

as Championnet288, who proclaimed the Neapolitan Republic two 

days later. The changed political situation inc isively reverberated 

on Pompeian archaeological activities, on which Championnet 

himself was particularly focused, although with quite different 

purposes from those of the Bourbon289.    

Since the beginning of February, in fact, the transalpine 

general had restored the excavation operations in Pompeii290, 

                                                           
286 Naples ASN, Archivio  Borbone, b. 304, fasc. 10, cc. 75r-76v (published 

in ALLROGGEN-BEDEL - KAMMERER-GROTHAUS 1980, p. 183, note 36). 
287 PAH  1860-1864, I.2, Addenda , p. 173; cf. PAGANO  1997, p. 154 for the 

diaries of Francesco and Pietro La Vega. 
288 On Jean-Etienne Vachier called Championnet see GARGANO  1999, 

BANC  2004. 
289 The excavations of Pompeii during the Neapolitan Republic of 1799 

are outlined by  VAN ANDRINGA  2015, pp. 91-94. 
290 PAGANO  1997, pp. 154, 158 for the diaries of Francesco and Pietro La 

Vega, from which it is also learned that «volendosi lo scoprim(en)to  

dell'intiera cittā [¦] Si fece lavorare da' Francesi in Pompei con il numero 

di oltre 1000 operaj» (PAGANO  1997, p. 154). 
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entrusting them to the direction of Mattia Zarillo 291. He was a 

classicist scholar and antiquarian agent (of controversial probity) 

on behalf of noble foreign collectors, and had been a Herculaneum 

academician and keeper of the Capodimonte museum under the 

Bourbon. Championnet was able to communicate on February 7th 

from Naples, by letter, to Nicolas François de Neufchâteau292, 

Minister of the Interior in Paris, that « On a déjà déblayé une 

boutique nouvelle dans Pompéïa, et l³on y a trouvĊ les squelettes 

de quatre femmes»293. The promptness with which such 

information was addressed to a high official of the French state 

would suggest that the resumption of excavations in the ancient 

Vesuvian site is attributable to t he programmatic policy of 

dispossession of historical and artistic heritage carried out by the 

transalpine invaders in Italy 294, in order to enrich the Parisian 

                                                           
291 On Mattia Zarillo see PAGANO  1997, p. 76, note 70, D'A LCONZO  1999, 

pp. 63-64, MONACO  2000, DODERO 2019, p. 174. 
292 On Nicolas François de Neufchâteau see LHOMER  1913, BOULAINE  

1991, MARGAIRAZ  1994.  
293 Letter from Jean-Etienne Vachier called Championnet to Nicolas 

François de Neufchâteau, Naples, February 7th, 1799 (published in [Jean-

Etienne Vachier detto Championnet], Extrait d³une lettre du genĊral 

Championnet, au ministre de l³intĊrieur. · Naples, le 19 pluviôse, an 7, 

in Gazette Nationale ou Le Moniteur  Universel , No 173, 13 Mars 1799, 

pp. 706-707). 
294 Indeed, DE SAINT -ALBIN  1860, p. 212 wrote that «Les fouilles 

d'Herculanum et de Pompeïa furent reprises avec succès. Les chefs-

d'½uvre des arts destinĊs pour Paris furent soigneusement encaissĊs. On 

forma, pour la République napolitaine, un musée composé des 

monuments qui restaient».  
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´universal museumµ inaugurated in 1793 at the Louvre 295. This 

was a malpractice that generated, among the French, the 

illustrious voice of dissent raised in 1796 by the intellectual 

Antoine Chrysostome Quatremère de Quincy 296 in the edition of 

the famous Lettres à Miranda297.           

Indeed, according to what Mattia Zarrillo wrote in 

response to a letter dated October 7th, 1801 by the French writer 

Antoine Sérieys, the four aforementioned female skeletons · 

found in the domus which not by chance took the name of House 

of Championnet I (VIII 2, 1 -2)298 · «portoient avec elles tous leurs 

bijoux, leurs bracelets, leurs boucles d³oreilles, leurs anneaux et le 

peu qu³elles avoient en monnoie d³or, d³argent et de cuivre [¦] 

                                                           
295 A detailed discussion of the subject is offered by WESCHER 1976, pp. 

55-87. 
296 On Antoine Chrysostome Quatremère de Quincy see JACQUES - PINON  

1981, pp. 293-294 s.v., LAVIN  1992, POMMIER  1998, RUPRECHT JR. 2014, 

LEONI  2018. 
297 Better known under this name are the seven  Lettres sur Le préjudice 

qu'occasionneraient aux Arts et à la Science, le déplacement des 

monuments de l'art de l'Italie, le démembrement de ses Ecoles, et la 

spoliation de ses Collections, Galeries, Musées, &c. (QUATREMÈRE DE 

QUINCY  1796), initially without indication of the recipient, later revealed 

to be Sebastián Francisco de Miranda y Rodríguez de Espinoza (see 

RACINE  2002, QUINTERO  2014, MANERA  et alii  2016, pp. 9-66, ANSELIN  

2018) · a Venezuelan general who enlisted in the French revolutionary 

army in 1791 · in the third reprint of the epistolary collection 

(QUATREMÈRE DE QUINCY  1836, pp. 173-279). 
298 The context of this discovery is indicated by  ROMANELLI  1811, p. 95; 

cf. SÉRIEYS 1801, pp. 294-295 and PAGANO  1997, p. 158 for the diaries of 

Francesco and Pietro La Vega.  
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qu³on a transportĊes au MusĊe de FranceÜ299. Nowadays, 

however, in Paris there is no trace of these precious findings, 

perhaps dispersed in the maze of private collections or 

subsequently recovered by the Bourbon government300. Certainly, 

they were not the only Pompeiana that were transferred across the 

Alps during that turbulent year, but unfortunately it is hard to 

grasp the global extent of the removals perpetrated by the French 

to the detriment not only of Pompeii, but of the entire material 

cultural heritage of the Kingdom of Naples 301.            

The ephemeral experience of the Neapolitan Republic was 

already over on June 13th, 1799, with the reconquest by the 

counter-revolutionary pro -Bourbon army · known as the 

Sanfedista Army ·, led by the Calabrian cardinal Fabrizio Ruffo 302, 

of the Neapolitan city, which after May 7 th was freed from most of 

the French militias, urgently called back to the wa r front in 

northern Italy. Nevertheless, the aftermath of the five months of 

the Republic endured before the return to the status quo ante 

bellum , logically also affecting Pompeian archeology.  

In an important memorial on the situation of the 

Capodimonte p ainting gallery following the detrimental French 

                                                           
299 Letter from Mattia Zaril lo to Antoine Sérieys, Napoli, post October 7th, 

1801 (published in SÉRIEYS 1801, pp. 289-299 in French translation with 

some omissions; cf. ROMANELLI  1811, p. 95).   
300 Cf. below, note 303. 
301 For further information on the  spoliation of historical -artistic assets in 

the Kingdom of Naples committed by the French conquerors in 1799, 

see D'A LCONZO  1999, pp. 87-88 and D'A LCONZO  2000, pp. 25-27; see also 

BASTIEN  2018, pp. 61-62. 
302 On Fabrizio Ruffo see, in general, ADDANTE  2017; moreover, see RUFFO 

- DE MAIO  1999, CASABURI 2003.   
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conduct, drawn up in Naples on August 4 th, 1799, the anonymous 

author reported to King Ferdinand IV, still in Palermo, of having 

«pure osservato alli Studj [Ńuovo Museo dei Vecchi Studjµ] le 

statue. Mi hann o assicurato che tre sole ne sono partite, 14 altre 

sono incassate, fra³ le quali l³Ercole [Naples, Museo Archeologico 

Nazionale di Napoli , inv. 6001], ma sono rimaste. [¦] Delle Statue 

della Porcellana, e de³ Vasi Etruschi [which were also in the 

museum of Capodimonte], non ho potuto veder niente, perché 

non avevo ordine di V. M.  [Ferdinand IV] , e non volevo avere 

senza un ordine qualche incontro col Cavalier Venuti [Domenico 

Venuti]. Né anche ho potuto osservare il Museo di Portici. Da 

pertutto ci sarà gran guasto; ma ĉ d³uopo, che la M.V. [Ferdinand 

IV]  si compiaccia incaricare persona zelante, onesta, fedele, ed 

attiva, acciò non succedano maggiori danni»303.  

                                                           
303 Palermo ASP, Real Segreteria, Incartamenti, b. 3985 (lost; published in 

FILANGIERI DI CANDIDA  1898, pp. 94-95). 

It is appropriate to  point out  that the three statues stolen by the French 

in the ´Nuovo Museo dei Vecchi Studjµ, of which the anonymous writer 

of the aforesaid document did not know the identity,  are instead 

specified in a report  by Tommaso d³Avalos d³Aquino d³Aragona 

Marquis of Vasto (see LUISE 2006, passim, DI  CASTIGLIONE  2006-2014, VI, 

note 4 at pp. 31-32), written in Naples on May 15 th, 1804, whereby he 

informed the secretary of state Francesco Seratti (see, in general, GORI 

PASTA 2018; moreover, see BORRONI SALVADORI  1988) that «Una 

rappresentanza dell³Atticciati [Stefano Atticciati (see M ILANESE 1996-

1997, p. 400, D³ALCONZO 1999, p. 88, note 7)], a sculptor who took over 

the direction of statuary restorations in the Herculanense Museum as 

well as custodian of the artefacts in the new Neapolitan museum 

specifically in charge of sculptures and inscriptions]  al Marchese Dn 

Nicola Vivenzio [(see AMMIRATI  1980, esp. pp. 18-23, MANZI  1996 [non 

vidi ], RAO  2001, pp. 207-208, 214-225), an illustrious jurisconsult from 
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In the meantime, as testified by Francesco La Vega who 

was able to start exercising his managerial function again only in 

the beginning of July 1799, the excavations in Pompeii  had been 

interrupted since the middle of April, so during that time span «è 

rimasta tale opera quasicché in abbandono, e non ostante siano 

rimasti sempre gli otto Invalidi ed  il Serg(en)te che vi sono 

determinati per custodirla, pure ĉ stata saccheggiata [¦]. I 

maleintenzionati con tuttociē solo si accontentarono di rubare [¦] 

pochi pezzi di marmi, ed alcune delle tegole antiche»304. The 

architect director also took care to record what had been brought 

                                                           

Nola, and enthusiastic collector of vases, responsible for the survey of 

the Bourbon assets after the suppression of the Neapolitan Republic]  in 

data dei 30. Giugno 1799. per dargli parte, che dei Ventiquattro [ not 

fourteen as pointed out in the anonymous memorial  of August 4 th, 1799] 

Pezzi più rari di antichità scelti dai Commissar i Francesi per trasportarsi 

altrove, erano stati tolti tre soli, cioĉ l³Antinoo Farnesiano, il Gruppo 

Etrusco di uomo nudo con donna panneggiata trasportato da Portici, ed 

un Busto semicolossale di Giunone Farnesiana» (Naples ASN, Ministero 

degli Affari Interni , Inventario I , ´Antichitā e belle artiµ, b. 983, fasc. 2 

published in D³ALCONZO  1999, p. 88). These sculptures can nonetheless 

be identified in  the current collection of the archaeological museum of 

Naples (thanks to Dr. Luca Di Franco for his clever suggestions) · 

respectively Antino us Farnese (Naples, Museo Archeologico Nazionale 

di Napoli , inv. 6030), a group of Orestes and Electras (Naples, Museo 

Archeologico Nazionale di Napoli , inv. 6006), Hera Farnese (Naples, 

Museo Archeologico Nazionale di Napoli , inv. 6005) ·, thus indicating a 

rather effective post-republican action to recover the stolen 

archaeological material by the Bourbon authoriti es (as regards, instead, 

the repatriation of the artworks , carried out by  Domenico Venuti, see 

FARAGLIA  1895, CATELLO  1980, CATELLO  1991, STRAZZULLO  1991-1992). 
304 PAGANO  1997, pp. 154, 160 for the diaries of Francesco e Pietro La 

Vega. 
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to light · and possibly taken away · by the French, who had 

concentrated their explorations in Insulae 2 and 7 of Regio VIII. 

To this end, he consulted the workers employed in these 

excavations, being reassured that, beyond the material discovered 

near the above-mentioned feminine bodies, the Transalpines «non 

vi trovarono niuna statua, ed è certo che non curarono di togliere 

pitture dalle pareti, né iscrizioni, giacché tutte tali cose hanno 

lasciate ne³ propri luoghi. Bensì il Capomaestro [Pasquale 

Scognamiglio305] di tale opera Reale, che fu astretto a servire nella 

med(esim)a sotto de³ Francesi, ebbe l³accortezza di nascondere 

più minuti monumenti di argento, di altri metalli, come di diverse 

altre materie, che dopo il ritorno delle  Reali Armi esibì a S. M. 

[Ferdinand IV] che ordinò le consegnasse a me, come in effetto 

fece, ed io le immisi nel Real Museo»306.  

In any case, the delicate situation of political readjustment 

continued to hinder adequate protection, however difficult it ma y 

be, of a site of great extension and exposure such as Pompeii. It is 

in this way that Charles -Alexandre -Amaury Pineux, better known 

as Amaury Duval 307, a lawyer native of Rennes dedicated to 

historical -antiquarian studies · who had travelled to Naples in 

                                                           
305 On Pasquale Scognamiglio see GARCÍA Y GARCÍA  1998, II, p. 1064.  
306 PAGANO  1997, p. 160 for the diaries of Francesco e Pietro La Vega. 

The notation  of Pompeian antiquities found during the French 

excavations that the foreman Pasquale Scognamiglio then handed over 

to Francesco La Vega is reported in PAH  1860-1864, I.2, pp. 72-

73; cf. PAGANO  1997, pp. 155-157 for the diaries of Francesco and Pietro 

La Vega. 
307 On Charles-Alexandre -Amaury Pineux, called Amaury Duval, see 

JACQUES - PINON  1981, p. 283 s.v., GARCÍA Y GARCÍA  1998, I, p. 459, 

WINTER 2018, p. 62. 
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1785 as secretary of a French legation and became head of the 

scientific and artistic office of the Ministry of the Interior in Paris 

in 1794 ·308, somehow came into possession of three artefacts 

which, according to the register of the département des Monnaies, 

médailles et antiques of the Bibliothèque nationale de France 

where they are currently kept, would have been found in Pompeii 

on September 27th, 1799 and were donated by the French scholar 

to the Parisian museum on July 6th, 1801309: a golden ring, dated 

between the 1st cent. BC and the 1st cent. AD, depicting the Fortuna 

holding a cornucopia in the right hand and resting the left hand 

on a helm engraved in the oval bezel (db. FR 034)310; a second gold 

ring of the 1st cent. BC - 1st cent. AD shaped as a snake body ending 

in two facing heads (db. FR 035)311; an ivory applique  of the 1st 

cent. AD depicting a voluminous female head in high relief , very 

likely of a maenad (db. FR 036)312. 

The eighteenth century, therefore, ended for Pompeii after 

a longus et unus annus and the nineteenth century began with an 

equally troubled fifteen -year period 313.         

                                                           
308 Amaury Duval debated upon Pompeii (and Herculaneum) in 

Mémoires historiques 1819-1821, V, pp. 396-446. 
309 Cfr. HELLMANN  1984, p. 165, note 1. 
310 Paris, Bibliothèque nationale de France - département des Monnaies, 

médailles et antiques, inv. inv.56.500.  
311 Paris, Bibliothèque nationale de France - département des Monnaies, 

médailles et antiques, inv. inv.56.525. 
312 Paris, Bibliothèque nationale de France - département des Monnaies, 

médailles et antiques, inv. inv.65.4507. 
313 On May 16th, 1800, for example, it was recorded that in the House of 

Championnet I (VIII 2, 1 -2) «hanno cominciato a rubare alcuni pezzi di 

marmo, ed in particolare le fasce che girano attorno ai pavimenti di 

musaico» (PAH  1860-1864, I.2, p. 74). 
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2.2 The diplomatic 'gift' for Napoleon  

 

 

The hostilities between the Kingdom of Naples and the 

French ceased only on February 18th, 1801 with the signing of the 

armistice of Foligno, which was immediately followed by the  

negotiations for an agreement. The draft treaty dated March 3rd 

stated at article 7 that «S. M. le Roi des Deux Sicilies [Ferdinand 

IV] s³engage ā faire restituer ā la RĊpublique FranĈaise [¦] tous 

les objets qui avaient été recueillis à Herculanum et à Pompéïa par 

les commissaires français et qui étaient déjà disposés pour être 

envoyés en France»314, but this point was not included in the peace 

of Florence signed on March 28th by Napoleon Bonaparte315 and 

Ferdinand IV, with which the latter regained authority over the 

territories of Southern Italy. However, the French plenipotentiary 

minister in charge of negotiating, Charles -Jean-Marie Alquier 316, 

in a letter on March 29th to the Minister of Affaires étrangères, 

Charles-Maurice de Tayllerand -Périgord317, clarified  «J³ai pris 

cependant des précautions telles que nous ne serons pas 

totalement privés des objets intéressans trouvés à Herculaneum et 

                                                           
314 La Courneuve MEAE - CAdLC, Correspondance politique /  Naples, 

vol. 127, c. 89v (published  in BOYER 1956, p. 237). 
315 On Napoleon Bonaparte see MARTIN  2002, BONNET  2004, ROBERTS 

2014, BRANDA - MAUDUIT  2018 [non vidi ], CORDIER 2018. 
316 On Charles-Jean-Marie Alquier see PERRIN DE BOUSSAC 1983. 
317 On Charles-Maurice de Talleyrand -Périgord see DE WARESQUIEL 2003, 

DE WARESQUIEL 2005, DE WARESQUIEL 2011, ZORGBIBE 2012. 
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ā PompĊĐa, et je n³ai consenti ā transiger sur la remise des Objets 

dĊsignĊs par nos Commissaires, que d³aprĉs l³engagement formel 

[¦] de dĊterminer le Roi ā offrir ā la France une collection assez 

considĊrable d³AntiquitĊs»318. In a subsequent letter on December 

24th to the same recipient, Charles-Jean-Marie Alquier · 

meanwhile appointed ambassador of France to the Kingdom of 

Naples to ensure the success of the agreement between the two 

states · wrote that «M r Acton [John Francis Edward Acton 319, 

minister and secretary of state of the Kingdom of Naples from 

1789 to 1804] m³a priĊ de vous annoncer [to Charles-Maurice de 

Tayllerand -Périgord] , qu³il ferait partir bientôt pour Paris , une 

Collection de Vases Ċtrusques, d³ouvrages en Bronze, de 

Manuscrits trouvés dans les fouilles de Pompéïa, et de plusieurs 

autres objets d³antiquitĊ que le Roi [Ferdinand IV] veut offrir au 

Premier Consul [Napoleon Bonaparte]»320. Not earlier, however, 

on September 16th, 1802, Alquier was able to «envoyer [to 

Tayllerand -Périgord] la note des objets qui composent ce présent, 

j³espĉre que le Premier Consul [Napoleon Bonaparte] sera content 

du choix qui a ĊtĊ fait et du soin qu³on a mis ā former pour lui un 

assortiment des morceaux les plus précieux qui ont été trouvés à 

Herculaneum et a Pompéïa»321.     

                                                           
318 La Courneuve MEAE - CAdLC, Correspondance politique /  Naples, 

vol. 127, cc. 112r-114v (published in BOYER 1956, pp. 237-238). 
319 On John Francis Edward Acton see, in general, NUZZO  1960; 

moreover, see NUZZO  1980. 
320 La Courneuve MEAE - CAdLC, Correspondance politique /  Naples, 

vol. 127, c. 233r (published in BOYER 1956, p. 238). 
321 La Courneuve MEAE - CAdLC, Correspondance politique /  Naples, 

vol. 127, c. 365r (published  in BOYER 1956, pp. 238-239). 
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The peculiar archaeological cargo was loaded in Naples on 

the frigate La Sibille, which reached the southern French coast on 

October 23rd, 1802 mooring in the port of Toulon 322; from there it 

was transported to Paris. Its arrival  on April 28 th, 1803 was 

form ally announced by Marzio Mastrilli, Marquis of Gallo 323 · 

legate of the Kingdom of Naples in the French capital · to 

Napoleon Bonaparte and his wife Joséphine de Beauharnais324, 

who, instead of housing the artefacts (as might have been 

expected) in the Louvre , by virtue of the ir  prestigious 

archaeological and political value, decided to personally 

appropriate the most welcome donation, reserving it for the 

Château de Malmaison, their home325, where it finally arrived on 

May 6th, 1803326. 

On behalf of King Ferdinand  IV, the goods were taken to 

its destination by the courier Giovanni Bezzi and the antiquarian 

                                                           
322 BASTIEN 2018, p. 67. 
323 On Marzio Mastrilli see, in general, SPERBER 2008; moreover, see 

BETTANINI  1939, pp. 97-186. 
324 On Joséphine de Beauharnais see WAGENER 1999, POUGETOUX 2003, 

STUART  2003, DELORME 2005, MEUNIER 2005a, MEUNIER 2005b, ALTHAUS 

- SUTCLIFFE 2007, Eye of Josephine 2007, Joséphine 2014, BRANDA  2016. 
325 The collection of antiquities installed in the Château de Malmaison  · 

including pieces not part of t he gift of Ferdinand IV  (for whose chronicle, 

see DENOYELLE - DESCAMPS-LEQUIME  2007, pp. 18-21; see also DESCAMPS-

LEQUIME  2013, pp. 144-145 and, lastly, BASTIEN 2018, pp. 64-69) ·, was 

studied in detail in  Eye of Josephine 2007 (also available in French 

edition: Pompéi Malmaison  2008; exclusively for the Aegyptiaca see also 

Malmaison  Egypte 1998), an exhibition catalogue to which we owe the 

identification of Pompeian artefacts  (see below).    
326 Documenti inediti  1878-1880, III, pp. 484-486. 
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Francesco Carelli327, who was certainly the bearer of the list · in 

two versions, both Italian and French  · indexing the different 

objects that were then extracted from the collection of the 

Herculanense Museum328: «Oro = Una bulla - Un monile - Un pajo 

armille - Un pajo orecchini - Un anello con pietra - Un anello 

semplice. 

Argento = Un ago crinale.  

Bronzo e Rame = Una statuetta d³Ercole - Altra di Mercurio - Un 

priapo - Un tripode - Una patera - Un prefericolo - Una tazza ovata 

con due maniglie - Una secchia - Due crateri con piedi - Sei 

candelabri - Quattro lucerne - Un vaso per unguento - Quattro 

                                                           
327 On Francesco Carelli see, in general, RINALDI TUFI 1977; moreover, see 

N IZZO  2010, p. 460, nota 86.    
328 An interesting representation by the then Finance Minister Giuseppe 

Zurlo (see below) to the State Secretary for Foreign Affairs John Francis 

Edward Acton, drew up in Naples on February 4 th, 1802, however 

reveals that the selection was strategic so as to achieve the greatest 

possible result with the least number of qualitative objects: «Dovendosi 

fare al Primo Console della Repub:ca Francese [Napoleon Bonaparte] un 

regalo di pezzi del Museo Ercolanese, secondo gli ord.i che V.E. mi ha 

dati, io ho incaricato il Colonnello La Vega [Francesco La Vega] di farne 

il proggetto, tenendo presente 1:o Che il regalo debba farsi in modo di 

renderlo interessante 2:o Che dandosi delle cose non volgari, si debba 

però fare in modo, che niente perda il Museo del suo splendore, 

ritenendosi delle cose veram:te di primo ord. e, e dandosi dei pezzi 

preggevoli, ma dei quali ne esistano qui altri simili. [¦] Questi pezzi 

sono di pochissima importanza, e noi ne abbiamo un gran numero. Ma 

servono a completare una stanza, quando volesse mettersi tutta 

sull³antico, il che in Francia potrebbe produrre un ottimo effettoÜ 

(Naples ASN, Ministero  degli  Affari  Esteri, b. 4293 published in 

DESCAMPS-LEQUIME  2013, p. 145, nota 18; p. 148).  
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strigili - Un vaso ovale per gettare l³acqua in dosso - Un elmo - 

Due armature per difesa delle gambe e porzione delle coscie - Due 

armatura per difesa delle parti inferiori delle gambe - Una 

armatura per difesa delle spalle - Una casseruola - Due padelle - 

Una ghiotta - Due pentole - Altra pentola oppure secchia - Una 

stufaruola - Una marmitta - Una tegghia per cuocere le uova - Una 

stadera - Una bilancia. 

Terracotta = Sei lucerne - Un vaso per infondere l³olio in detta 

lucerna. 

Pietra = Una mensa, composta da tavola circolare e suoi piedi - 

Otto pesi. 

Pittura sopra int onaco · Apollo ed otto Muse. Pezzi in tutto num. 

9. 

Mosaico · Un pavimento.  

Papiri · Avvolti in volumi num. sei.  

Vasi Etruschi in numero trentaquattro» 329.  

Francesco Carelli himself unpacked the crates in the manor 

of Malmaison 330, presented the antiquitates to the new owners331, 

and drafted a description  · which immediately appeared in the 

                                                           
329 Naples ASN, Ministero degli Affari Esteri , b. 4293 (published in 

Documenti inediti  1878-1880, III, p. 484).  

The French version is in La Courneuve MEAE - CAdLC, 

Correspondance politique /  Naples, vol. 128, cc. 7r-9r (published  in 

Magasin Encyclopédique 1802, p. 535, in which the whole find ings are 

presented as Ìprovenant des fouilles d³HerculanumÜ, a mendacious 

generalisation probably caused by the provenance from the museum 

called itself "Herculanense", generating the recurrence of errors in 

divers and later sources: exempli  gratia, the bibliography on defensive 

weapons db. FR 003-FR 008).       
330 Documenti inediti  1878-1880, III, pp. 485-486. 
331 Documenti inediti  1878-1880, III, pp. 485-486. 
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Magasin Encyclopédique of 1803 · divided into categories of 

materials332. Furthermore, in a message from Paris dated May 18th, 

1803, he let John Francis Edward Acton know of Napoleon and 

Joséphine's intention to house those artefacts «in una casetta, che 

si sarebbe a bella posta fatta costruire sul modello di quelle di 

Pompeia, e m³incaricarono per un esatto disegnoÜ333. It is 

unknown if Francesco Carelli actually planned the project, but in 

any case it was never carried out. We know this from a letter 

written in  Paris on January 19th, 1804 by the French archaeologist 

Aubin -Louis Millin de Grandmaison 334 · from whom the 

inventory  of that collection was initially commissioned ·335 to his 

German colleague Karl August Böttiger 336 that Joséphine de 

Beauharnais had more simply opted to put everything «dans une 

chambre faite ā l³imitation de celles de Pompei»337.  And so, in 

                                                           
332 Magasin Encyclopédique 1803, pp. 94-113 (for  the attribution of the 

text to Francesco Carelli cf. DENOYELLE - DESCAMPS-LEQUIME  2007, p. 19). 
333 Naples ASN, Ministero degli Affari Esteri , b. 4293 (published in 

Documenti inediti  1878-1880, III, pp. 485-486).  
334 On Aubin -Louis Millin de Grandmaison see JACQUES - PINON  1981, p. 

292 s.v., ESPAGNE - SAVOY 2005, TOSCANO 2009, D'A CHILLE - IACOBINI - 

TOSCANO 2012, D'A CHILLE  et alii  2012, D'A CHILLE - IACOBINI - TOSCANO 

2014. 
335 For further explanation on the genesis of the catalogue of antiquities 

gathered in Malmaison (see below) requested by Joséphine de 

Beauharnais, see MEUNIER 2005a, pp. 103-105 and MEUNIER 2005b, pp. 

164-165. 
336 On Karl August Böttiger see SONDERMANN  1983, SAVOY 2005, STERNKE 

2005. 
337 Letter from Aubin -Louis Millin de Grandmaison to Karl August 

Böttiger, Paris, January 19th, 1804 (published in  ESPAGNE - SAVOY  2005, 

pp. 420-422, n. 54).  
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1806, in a space between the castle courtyard and the music hall, 

the construction of a large gallery was started, inaugurated in 

1809338. 

Still in 1809, Mari n-Alexandre Lenoir 339, administrator of 

the Parisian musée des Monuments français and supplier of 

artefacts for the Malmaison collection , drew up the catalogue of 

antiquities 340. At the end of th e same year, Napoleon divorced 

                                                           

Cf. letter from Karl Christian von Berckheim to unknown  person, Paris, 

April 30 th, 1806 (published in Lettres sur Paris 1809, pp. 279-299, n. XIII), 

in which the German statesman of the Grand Duchy of Baden, that two  

days before had visited the Château de Malmaison, reported about the 

display  of the antiquarian collection that «Le projet de  l³ImpĊratrice 

[Joséphine de Beauharnais, crowned in 1804] est, dit-on, de faire 

construire une petite chambre absolument dans le style romain», adding 

moreover that a «mosaïque de toute beauté, trouvé à Pompéïa, et très-

bien conservé, dont le roi Ferdinand des Deux-Sicilies avait fait 

hommage ā l³ImpĊratriceÜ; in reality, however, as Francesco Carelli 

attested, Ìles pavĊs trouvĊs dans les ruines d³Herculanum et de Pompeii, 

Ċtoient en mauvais Ċtat; c³est pourquoi sa majesté [Ferdinand IV] a 

prĊfĊrĊ d³en envoyer un au premier Consul [Napoleon Bonaparte], 

trouvĊ derniĉrement dans l³isle de CaprĊe [today lost: see Eye of 

Josephine 2007, p. 214 (inv. 1513)], parce qu³il est en entier et trĉs-bien 

conservé; les petites pierres dont il est composĊ sont d³un beau choix, et 

tout le dessin est des plus agrĊables qu³on ait trouvĊ dans les anciennes 

ruines» (Magasin Encyclopédique 1803, p. 111).      
338 MEUNIER 2007, p. 32. 
339 On Marie Alexandre Lenoir see MEUNIER 2005a, FROISSART 2012, pp. 

1-66, BRESC-BAUTIER - CHANCEL -BARDELOT  2016. 
340 The manuscript is kept in Paris BhVP, ms. CP 5336, Marin-Alexandre 

Lenoir, Catalogue historique et Raisonné des Antiquités et des marbres 

du Château Impérial de Malmaison; ordonné par Sa Majesté 

l³Imperatrice et Reine ā M.r Alexandre Lenoir, admnistrateur du musée 
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Joséphine, who however held full ownership of the Château de 

Malmaison  and possession of the collections housed in it until her 

death on May 29th, 1814. A little over a month  later, on June 7th and 

8th, Mari n-Alexandre Lenoir took care of drawing up t he 

descriptive and estimative status · with some interesting 

information of  ²expositive³ feature ·341 of the antiquarian section342, 

which was then divided between Eugène343 and Hortense344, the 

children that Joséphine had conceived with her first husband 

Alexandre  de Beauharnais. The two heirs345 had to face an 

                                                           

des monumens français &c &c. le 28, octobre 1809, 1809 (published in 

MEUNIER 2005b, pp. 174-192; recorded by Céline Meunier in Pompéi 

Malmaison  2008, p. 240). 
341 The nine Vesuvian paintings (cf. below, db. FR 013-FR 021) were 

framed and placed under glass, therefore they were most likely affixed 

to the wall like paintings, while the other antiquities from the museum 

of Portici were arranged on a wooden table near the door leading to the 

music hall: cf. MEUNIER 2005b, p. 162.  
342 Paris AN, Minutes et répertoires du notaire André Claude Noël, 27 

août 1805 - 25 juin 1822 (étude LXVIII), Minutes de André Claude Noël , 

MC/ET/LXVIII/776, Inventaire après dĊcĉs de l³impĊratrice JosĊphine. 

1814, 8 juin, 1814, pp. 231-266 (published in GRANDJEAN  1964, pp. 175-

206). 
343 On Eugène de Beauharnais see AUTIN  1989, BLÉMUS 1993, Eugène 

1999.    
344 On Hortense de Beauharnais see Hortense 1993, DUFRESNE 2000, 

BAYLAC  2016.  
345 The manuscript catalogue of the part of the collection that Eugène 

received is kept in Rueil-Malmaison AMncM, Etat des objets choisis par 

Son Altesse le Prince Eugène, 1814 (cited in MEUNIER 2005b, pp. 193-199); 

instead, the manuscript catalogue concerning the part of the collection 

that belonged to Hortense is preserved in private property, Objets d'art 
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uncomfortable debt situation at the time, complicated by the 

French socio-polit ical climate, particularly unfavorable for the 

members of the imperial house (Napoleon had been forced to 

abdicate and exile on the Island of Elba). Therefore, starting from 

1815 they were forced to entrust to their respective agents · 

Étienne Soulange-Bodin346 for Eugène and Michel -Victor -Frédéric 

Devaux-Moisson for  Hortense · with the liquidation of the goods, 

which therefore took different paths 347.  

This point of the story calls for the precise identification of 

the artefacts originating in the ruins of Pompeii, to consequently 

trace the various lines of collection. Arbitrarily following the order 

of the aforementioned notation  of 1802348, among the gold 

artefacts · which, based on the inventory compiled by Marin -

Alexandre Lenoir in 1814, were kept in in «une petite boëte longue 

en noyer» ·349 the Pompeian provenience is attested for the 

following:  ḿonileµ corresponding to a link necklace with a 

                                                           

et antiquités échus en partage à Madame la Duchesse de Saint Leu, 1814 

(cited in MEUNIER 2005b, pp. 193-199). 
346 On Étienne Soulange-Bodin see DE COURTOIS 2000. 
347 For a general overview of the dispersion of Joséphine de Beauharnais 

collection, see LEDOUX-LEBARD 1959; see also MEUNIER 2005b, pp. 165-

170 and, lastly, DENOYELLE - DESCAMPS-LEQUIME  2007, p. 23 (with 

previous bibliography ).     
348 See above. 
349 Paris AN, Minutes et répertoires du notaire André Claude Noël, 27 

août 1805 - 25 juin 1822 (étude LXVIII), Minutes de André Claude Noël , 

MC/ET/LXVIII/776, Inventaire aprĉs dĊcĉs de l³impĊratrice JosĊphine. 

1814, 8 juin, 1814, p. 256, n. 1528 [from Herculaneum, sic] (published in 

GRANDJEAN  1964, pp. 195-196).  
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circular medallion as a pendant 350, nowadays untraceable; the 

ṕajo armilleµ namely a pair of join ed bracelets351, flowed into the 

Antikensammlung  of Berlin, but subsequently lost 352; the ṕajo 

orecchiniµ in the shape of Ìquartiers d³orangesÜ353, namely smooth 

wedge sphere type datable to the 1st cent. AD, vice versa traced in 

the Berlin state collection (db. DE 070-DE 071)354. In 1815, the 

above-mentioned jewels were bought by the wealthy French 

collector Edme-Antoine Durand 355, but they do not appear in the 

public sales of his antiquities dated January 20th-23rd, 1834356 and 

April 25 th - May 27th, 1836357, since already previously, among the 

group of pieces acquired by him that formerly composed the 

Napoleonic cadeau, ÌDurand [¦] en forma deaux parts, dont 

                                                           
350 Magasin Encyclopédique 1803, p. 98; cf. VON HASTFER 1805-1806, I, p. 

16 and Lettres sur Paris 1809, p. 286 (letter n. XIII).  
351 Magasin Encyclopédique 1803, p. 98; cf. VON HASTFER 1805-1806, I, p. 

16 and Lettres sur Paris 1809, p. 286 (letter n. XIII). 
352 Berlin, Staatliche Museen zu Berlin - Antikensammlung , invv. G.I. 43-

G.I. 44 (lost; see KUNZE  1989b, p. 181, n. 119). 
353 Magasin Encyclopédique 1803, p. 98; cf. VON HASTFER 1805-1806, I, p. 

16 and Lettres sur Paris 1809, p. 286 (letter n. XIII). 
354 Berlin, Staatliche Museen zu Berlin - Antikensammlung , invv. G.I. 209 

(db. DE 070), G.I. 210 (db. DE 071). 
355 On Edme-Antoine Durand see JENKINS  1992, DETREZ 2014, DETREZ - 

PIC 2014.  
356 Paris AP, Archive judiciaires , Commissaires-priseurs, Études, 

Minutes et dossiers de vente (1808-1940), 1833-1834, D.48E3 28. 
357 Paris AP, Archive judiciaires , Commissaires-priseurs, Études, 

Minutes de vente et répertoires (1806-1951), 1837-1838, D.145E3 9. 

For this posthumous alienation of antiqu ities from the cabinet of Edme-

Antoine Durand, a catalog ue was also printed by DE WITTE 1836 (cf. 

below).  
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l³une (les peintures antiques, les vases et quelques bronzes) fit 

partie de la collection qu³il vendit au Roi [Charles X358] en 1824 

[actually, in 1825], et l³autre, comprenant les principaux marbres, 

quatorze bronzes et la totalité des bijoux, fut cédée à M. le comte 

de Pourtalès»359, that is the Swiss banker James-Alexandre de 

Pourtalès-Gorgier360. He had installed i n the hôtel de Pourtalès 

located at number 7 on rue Tronchet in Paris361, one of the most 

impressive private antiqu iti es collections in France of the 19th 

century, which c ould be visited by appointment  (fig. 15). With  all 

probability, in the specific circumstance Edme -Antoine Durand 

had in some way acted as an intermediary for the count of 

Pourtalès. It is, however, certain that the exchange between the 

two occurred with a confidential transaction. In 1841, the 

Pompeian jewellery in question appeared within the f́irst casketµ 

of the goldsmith ings in the Description des Antiques faisant partie 

des collections de M. le comte de Pourtalès-Gorgier362, unitedly 

referred to as Ìla parure d³une femme trouvĊe groupĊe avec 

d³autres personnes dans l³une des maisons de PompĊiÜ363. These 

precious objects · together with the entire Pourtalès collection  ·, 

                                                           
358 On Charles X see BORDONOVE  1990, CLÉMENT - DE MONTPLAISIR 2015. 
359 DUBOIS 1841, p. 109, note 2. 
360 On James-Alexandre de Pourtalès-Gorgier see M IDDLETON  1997, 

CRAMER 2001 [non vidi ], BOISSET 2005, LANGER 2006, LANGER 2009, 

M ILANESE 2014, pp. 91-92. 
361 For an analysis of this Parisian dwelling built in 1839 by the Count of 

Pourtalès · who resided, instead, from 1817 at the hôtel de La Fare at 

number 14 on place Vendôme in the same French capital (see BOISSET 

2005, p. 192) ·, see, lastly, the paper by M IDDLETON  1997. 
362 DUBOIS 1841, p. 176, n. 1272 (pair of earrings); p. 177, n. 1282 (pair of 

bracelets); p. 178, n. 1301 (necklace).  
363 The information is recorded in DUBOIS 1841, p. 176, n. 1272. 
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after the count's death in 1855, in compliance with the will of the 

latter, remained on display for ten years in his Parisian hôtel 

particulier, before being auctioned there on February 23rd, 1865364. 

Subsequently, all traces of the necklace have unfortunately been 

lost, while the joined bracelets and the pair of earrings were 

exported to Berlin 365. 

As regards the bronze material, two of the śei candelabriµ 

each of which is associated with one of the ́ quattro lucerneµ, the 

six elements of ´armatureµ, and the ́ tegghia per cuocere le uovaµ, 

come from Pompeii, and today they are all  at the Musée du 

Louv re in Paris. These include a first candelabrum with a vegetal 

stem, distinguished by three branches as feet and three branches 

supporting the plateau (db. FR 010)366, which would have housed 

a Loeschcke XIX type monolychne lamp, with the handle 

consisting of two curved stems holding a large heart -shaped leaf, 

at the bottom end of which the dis cus cover³s chain was fixed (db. 

FR 011)367. A second candelabrum  has a grooved stem, resting on 

three feet configured as lion³s paws and topped by a small crater 

that acts as a support plane (db. FR 022)368, would have held up  a 

Loeschcke XX type monolychne lamp, with an oblong handle 

                                                           
364 Catalogue Pourtalès 1865, p. 190, n. 1294 (pair of earrings); Catalogue 

Pourtalès 1865, p. 191, n. 1306 (pair of bracelets); Catalogue Pourtalès 

1865, p. 192, n. 1326 (necklace).  
365 In the exhibition catalogue of the Malmaison collection, the German 

line is inadvertently omi tted in full and such findings are recorded 

among the artefacts not located: Eye of Josephine 2007, p. 216 (inv. 1528); 

cf. BASTIEN 2018, p. 69.    
366 Paris, Musée du Louvre , inv. Br 3159. 
367 Paris, Musée du Louvre , inv. Br 3117. 
368 Paris, Musée du Louvre , inv. Br 3164. 
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ending in a swan protome wh ose beak reaches the infundibulum  

(db. FR 023)369. 

 

                                                           
369 Paris, Musée du Louvre , inv. Br 3109. 

Figure 15 - Édouard Antoine Renard, Vue intérieure de la galerie de M. le 

comte Pourtalès, drawing, 1852-1853. 

from TEXIER 1852-1853, II , fig. at p. 201 
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A: Niccolò Vanni - Giuseppe Aloja, Candelabri (part.),  

drawing and engraving,  1792 ca.. 

from Antichità Ercolano  1757-1792, VIII, pp. 321-328, tav. LXXII, 2 

B: Giovanni Elia Morghen - Aniello Cataneo, Lucerne di bronzo  (part.), 

drawing and engraving, 1792. 

from Antichità Ercolano  1757-1792, VIII, pp. 133-134, tav. XXV, 2 

C: Giovanni Battista Casanova - Marcantonio Iacomino, Candelabri (part.), 

drawing and engraving, 1792. 

from Antichità Ercolano  1757-1792, VIII, pp. 321-328, tav. LXXXI, 1 

Figure 16 A Figure 16 B Figure 16 C 
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Apart from the latter, these pieces were illustrated  in the 

eighth volume  of Le antichità di Ercolano esposte published in 

1792 (fig. 16 A-C)370. It is not possible to discern which candelabra 

and which bronze lamps were given to Eug ène or Hortense · who 

split equally the two lots, valu ing 150 francs for each candelabra371 

and 30 francs for each lamp372 ·. However, in 1815, these four 

artefacts were obtained by Edme-Antoine Durand and on 

February 8th, 1825, they were purchased by King Charles X for the 

Louvre . In the same way, a round baking tray  with seventeen 

semi-circular cavities likely to be used for cooking eggs flowed 

into the large Parisian museum (db. FR 012)373, listed among 

Eugène's assets with an estimated value of 50 francs374. This 

metallic  instrumentum domesticum , chronologically dated to the 

                                                           
370 Antichità Ercolano  1757-1792, VIII, pp. 321-328, tav. LXXII, 2 (db. FR 

010); Antichità Ercolano 1757-1792, VIII, pp. 133-134, tav. XXV, 2 (db. FR 

011); Antichità Ercolano 1757-1792, VIII, pp. 321-328, tav. LXXXI, 1 (db. 

FR 022). 
371 Rueil-Malmaison AMncM, Etat des objets choisis par Son Altesse le 

Prince Eugène, 1814, n. 177 (cited in MEUNIER 2005b, p. 194, note at n. 

147) for the part of Eugène; [Private Archive], Objets d'art et antiquités 

échus en partage à Madame la Duchesse de Saint Leu, 1814, n. 177 (cited 

in MEUNIER 2005b, p. 194, note at n. 147) for the part of Hortense.  
372 Rueil-Malmaison AMncM, Etat des objets choisis par Son Altesse le 

Prince Eugène, 1814, n. 184 (cited in MEUNIER 2005b, p. 194, note at n. 

148) for the part of Eugène; [Private Archive], Objets d'art et antiquités 

échus en partage à Madame la Duchesse de Saint Leu, 1814, n. 184 (cited 

in MEUNIER 2005b, p. 194, note at n. 148) for the part of Hortens e.  
373 Paris, Musée du Louvre , inv. Br 3002.  
374 Rueil-Malmaison AMncM, Etat des objets choisis par Son Altesse le 

Prince Eugène, 1814, n. 171 (cited in MEUNIER 2005b, p. 194, note at n. 

159). 



114 
 

1st cent. AD, had been brought to light  on December 10th, 1795 in 

the Regio VIII, inside «una stanza nelle abitazioni avanti il Teatro 

Odeo»375. The equipment related to gladiatorship 376, instead, had 

a longer collecting path before reaching the Louvre : a broad brim  

helmet of a thraex with crest lasting at the top in a griffin head, 

with a p ierced visor at eye level and decorated in relief by a silver-

plated Medusa head in the center of the front of the skull  cap (db. 

FR 003)377; a galerus of a retiarius adorned in the upper space by a 

bust of Hercules within a medallion and in the area of the fighter's 

left  shoulder by a crescent moon, both reliefs plated in silver (db. 

FR 004)378; a greave of a murmillo  or a secutor bearing in relief  the 

standing figure of a Venus dressed in a transparent tunic and long 

coat, surrounded by phytomorphic elements ( db. FR 005)379; 

another greave of a murmillo  or a secutor, on which there is, 

beneath a prominent triangular arch adorned with chevrons, the 

standing figure of a fully armed Mars ( db. FR 006)380; a pair of 

cnemides of a hoplomachus or a thraex, both equally decorated in 

relief with a Gorgoneion at the knees and three small heads at the 

thighs, including those of a maenad and a silenus emerging from 

a cista (db. FR 007-FR 008)381. These defensive weapons, dating 

back to the third quarter of the 1st cent. AD, had been found, on 

                                                           
375 PAH  1860-1864, I.2, p. 62; cf. PAGANO  1997, pp. 137-138 for the diaries 

of Francesco e Pietro La Vega. 
376 This topic is specifically addressed in the contribution of BASTIEN 2004. 
377 Paris, Musée du Louvre , inv. Br 1108. 
378 Paris, Musée du Louvre , inv. Br 1142. 
379 Paris, Musée du Louvre , inv. Br 1143. 
380 Paris, Musée du Louvre , inv. Br 1144. 
381 Paris, Musée du Louvre , invv. Br 1169 (db. FR 007; right cnemis?), Br 

1170 (db. FR 008; left cnemis?). 
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four different dates, during the excavations of the Gladiators 

Barracks (VIII 7, 16) conducted between 1766 and 1767 · in primis  

the greave with Venus on October 31st, 1766382, then the helmet on 

January 10th, 1767383, then the galerus on February 21st, 1767384, 

finally the greave with Mars and the pair of cnemides on May 23rd, 

1767385 · and from there they had been transferred to the 

fourteenth room of the Herculanense Museum386. Inherited in 

1814 by Eugène de Beauharnais · and respectively appraised at 

120 francs the helmet387, 72 francs the galerus388, 200 francs each 

pair of greaves (since db. FR 005-FR 006 were erroneusly paired) 389 

·, they were bought by Edme-Antoine Durand  in 1816, who later 

sold them to the Count of Pourtalès. In view of the sale of his 

collection, on June 11th, 1864 the curator of the department of 

classical antiquities of the Louvre , Henry Adrien Prévost de 

Longpérier, requested the intervention of the superintendent of 

fine arts of the Maison de l'Empereur , Alfred Émilien O'Hara van 

                                                           
382 PAH  1860-1864, I.1, pp. 195-196 (db. FR 005). 
383 PAH  1860-1864, I.1, p. 200; I.2, Addenda , p. 152 (db. FR 003). 
384 PAH  1860-1864, I.1, p. 203 (db. FR 004). 
385 PAH  1860-1864, I.1, pp. 207-208 (db. FR 006); PAH  1860-1864, I.1, p. 

207 (db. FR 007-FR 008).  
386 Cf. ALLROGGEN-BEDEL - KAMMERER-GROTHAUS 1980, p. 208. 
387 Rueil-Malmaison AMncM, Etat des objets choisis par Son Altesse le 

Prince Eugène, 1814, n. 170 (cited in MEUNIER 2005b, p. 194, note at n. 

150). 
388 Rueil-Malmaison AMncM, Etat des objets choisis par Son Altesse le 

Prince Eugène, 1814, n. 166 (cited in MEUNIER 2005b, p. 194, note at n. 

151).. 
389 Rueil-Malmaison AMncM, Etat des objets choisis par Son Altesse le 

Prince Eugène, 1814, nn. 167, 169 (cited in MEUNIER 2005b, p. 194, note at 

nn. 152-153). 
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Nieuwerkerke 390, since he feared in particular the intrusion of 

connoisseurs  from the other side of the Channel with substantial  

budgets, stating that «la galerie Pourtalès renferme les objets tirés 

de la collection royale de Naples et donnés au 1er Consul 

[Napoleon Bonaparte]. Ces objets sont inestimables. Jamais rien 

de pareil n³est depuis 1801 sorti d³Italie, et le progrès que fait 

partout le goût des collections nous est garant que jamais rien de 

pareil ne sortira dĊsormais de ce pays. Il n³est pas possible que 

l³Empereur [Napoleone III391] laisse emporter hors de France des 

trésors comme ceux là qui appartiennent à notre histoire 

nationale»392. In short, it is intriguing to note that Napoleon III ³s 

patriotism was leveraged to prevent the loss of find ings from 

Italian soil, yet the same were now fully considered as French 

heritage; and among them, the Pompeian gladiatorial weapons 

were placed by Henry Adrien Prévost de Longpérier at the top of 

his desiderata list for the nation being of «grand intérêt, extrême 

rareté»393. A few days before the auction opened, Napoleon III 

went to personally view the Pourtalès gallery, after which on 

February 6th, 1865 he even bought gladiatorial weapons for his 

private collection . The following year he donated them to the new 

                                                           
390 On Alfred Émilien O'Hara van Nieuwerkerke see GAYNOR  1985, 

GOLDSCHMIDT  1997, Comte de Nieuwerkerke  2000. 
391 On Napoleon III see CARTERET 2008, DARGENT 2009, NOFRI 2010, 

GLIKMAN  2013, BERTINET 2015, BRANDA - MAUDUIT  2018 [non vidi ]. 
392 Paris AN, Archives des musées nationaux - Département des 

Antiquités grecques et romaines du musée du Louvre (série A), 

Acquisitions , 20140044/17 (published in BASTIEN 2004, p. 45).   
393 Paris AN, Archives des musées nationaux - Département des 

Antiquités grecques et romaines du musée du Louvre (série A), 

Acquisitions , 20140044/17 (published in BASTIEN 2004, p. 46). 
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Musée des antiquités nationales of Saint-Germain-en-Laye, where 

they remained until November 23 rd, 1892, when they passed to the 

Louvre as part of an exchange between museums394. 

The transference from Italy to France (briefly mentioned 

above) of the feeling of national belonging over these Pompeiana 

manifests itself, in a fascinating way , in the presence of some 

pieces in the iconographic repertoire of Jean-Léon Gérôme395. He 

was one of the greatest transalpine artists of the 19th century396, and 

also visited more than once the ruins of Pompeii w ith 

amazement397, for the first time already in 1843 during his  

educational trip to Italy 398. In fact, in the painting Pollice Verso 

dated 1872 the galerus with crescent moon (db. FR 004) worn by 

the defeated retiarius  lying in the arena is visible  (fig. 17)399; the 

small bronze statuary group of Les Gladiateurs dated 1878 

includes the greave with Mars (db. FR 006)400, carved to protect 

                                                           
394 For further details and the related archival documentation about the 

collection events of the second half of the nineteenth century, 

see BASTIEN 2004, p. 46. 
395 On Jean-Léon Gérôme see ACKERMAN  2000, Gérôme 2000, ALLAN  - 

MORTON 2010, DES CARS - DE FONT-RELAUX - PAPET 2010, DESHAYES 2018, 

M INERVINI  2019. 
396 Jean-Léon Gérôme's knowledge of these Pompeian gladiatorial  

weapons is enucleated by BASTIEN 2004, pp. 46-49. 
397 Cf. M INERVINI  2019; this essay, as a whole, focuses on Pompeian 

suggestions in the artistic production of Jean-Léon Gérôme. 
398 GÉRÔME 1981, p. 12. 
399 Jean-Léon Gérôme, Pollice Verso, oil on canvas, 1872 (Phoenix, 

Phoenix Art Museum , inv. 1968.52).    
400 The same greave (db. FR 006) was also reproduced by Jean-Léon 

Gérôme in a drawing appeared in  DE BEAUMONT  1878, fig. at p. 502. 
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the left leg of the victorious  murmillo  (fig. 18)401; in the 

monumental version of Les Gladiateurs also made in 1878, the 

greave with Venus (db. FR 005) and one of the cnemides with 

Medusa head (db. FR 008) can be seen in the equipment of the 

triumphant  murmillo  (fig. 19)402. 

 

 

                                                           
401 Jean-Léon Gérôme, Les Gladiateurs, bronze, 1878 (Copenhagen, Ny  

Carlsberg, inv. I .N. 566). 
402 Jean-Léon Gérôme - Aimé Morot, Gérôme exécutant "Les 

Gladiateurs". Monument à Gérôme, bronze, 1878-1909 (Paris, Musée 

d'Orsay, inv. RF 3517). 

Figure 17 - Jean-Léon Gérôme, Pollice verso, oil on canvas, 1872  

(Phoenix, Phoenix Art Museum, inv. 1968.52). 

© Phoenix, Phoenix Art Museum  
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Figure 18 - Jean-Léon Gérôme, Les Gladiateurs, bronze, 1878  

(Copenhagen, Ny  Carlsberg, inv. I.N. 566). 

© Copenhagen, Ny Carlsberg  
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Figure 19 - Jean-Léon Gérôme - Aimé Morot, GĊrĕme exĊcutant ´Les 

Gladiateursµ. Monument ā GĊrĕme, bronze, 1878-1909  

(Paris, MusĊe d³Orsay, inv. RF 3517). 

© Paris, MusĊe d³Orsay 
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Returning  to the list of antiquities that made up the 

dipolomatic gift, at least one of  the ́ sei lucerneµ in terracotta came 

from Pompeii . This is a monolychne Loeschcke IA type with 

discus decorated with a gladiator duel, in which a thraex defeated 

a murmillo . It was included in 1792 in the eighth volume of Le 

antichità di Ercolano esposte (fig. 20)403. It is admissible that it was 

one of «dix sept lampes en terre rouge, verte et noire»404 recorded 

by Marin -Alexandre Lenoir in 1814 in the Malmaison collection,  

unfortunately subsequently  dispersed405. 

 

 

 

 

 

 

 

 

                                                           
403 Antichità Ercolano 1757-1792, VIII, p. 51, tav. VIII, 2. The reference, 

and therefore the identification of the lamp, is from  Magasin 

Encyclopédique 1803, p. 110. 
404 Paris AN, Minutes et répertoires du notaire André Claude Noël, 27 

août 1805 - 25 juin 1822 (étude LXVIII), Minutes de André Claude Noël , 

MC/ET/LXVIII/776, Inventaire après dĊcĉs de l³impĊratrice JosĊphine. 

1814, 8 juin, 1814, p. 264, n. 1594 (published in GRANDJEAN  1964, p. 205). 
405 Eye of Josephine 2007, p. 209, n. 136 (C. Bastien); cf. BASTIEN 2018, p. 

69. 

Figure 20 - Giovanni Battista Casanova - Carmine 

Pignatari, Cinque lucerne (part.),  

drawing and engraving, 1792. 

from Antichità Ercolano  1757-1792, VIII, p. 51, tav. VIII, 2 
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Figure 21 A 

Figure 21 B Figure 21 C Figure 21 D 

A: Giovanni Elia Morghen - Pietro Campana, Apollo ,  

drawing and engraving, 1760. 

from Antichità Ercolano  1757-1792, II, pp. 1-4, tav. I 

B: Camillo Paderni - Nicolò Billy, Clio , drawing and engraving, 1760. 

from Antichità Ercolano  1757-1792, II, pp. 7-11, tav. II 

C: Giovanni Elia Morghen - Francesco Cepparuli, Talia,  

drawing and engraving, 1760. 

from Antichi tà Ercolano 1757-1792, II, pp. 15-18, tav. III 

D: Camillo Paderni - Pietro Campana, Melpomene,  

drawing and engraving, 1760. 

from Antichità Ercolano  1757-1792, II, pp. 21-23, tav. IV 
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Figure 21 E Figure 21 F Figure 21 G 

Figure 21 H 

E: Giovanni Elia Morghen - Carlo Nolli, Terpsicore,  

drawing and engraving, 1760. 

from Antichità Ercolano  1757-1792, II, pp. 27-29, tav. V 

F: Giovanni Elia Morghen - Francesco Cepparuli, Erato,  

drawing and engraving, 1760. 

from Antichità Ercolano  1757-1792, II, pp. 33-39, tav. VI 

G: Giovanni Elia Morghen - Pietro Campana, Polinnia ,  

drawing and engraving, 1760. 

from Antichità Ercolano  1757-1792, II, pp. 43-46, tav. VII 

H: Giovanni Elia Morghen - Carlo Nolli, Urania, drawing and engraving, 1760. 

from Antichità Ercolano  1757-1792, II, pp. 49-52, tav. VIII 

I: Giovanni Elia Morghen - Carlo Nolli, Calliope, drawing and engraving, 1760. 

from Antichità Ercolano  1757-1792, II, pp. 55-57, tav. IX 

Figure 21 I 










































































































































































































































































































































































