


The Life of Rosso, Florentine Painter

[1494-1540]

Men of reputation who devote themselves to their talents and
embrace them with all their might are sometimes, when least
expected, exalted and honoured to excess in the presence of
the whole world; this can clearly be seen from the efforts that
Rosso, a Florentine painter,* put into the art of painting. And
if in Rome or in Florence his efforts were not sufficiently
rewarded by those who had the means to do so, he neverthe-
less found someone in France who recognized them, with the
result that the glory he acquired could have quenched the
desire for success that may dwell in the heart of any artisan
whatsoever. Nor could he in this life have obtained greater
dignity, honour, or rank, since he was highly regarded and
esteemed above everyone else in his craft by such a great mon-
arch as the king of France. And in truth, the merits of Rosso
\vere such that if Fortune had brought him any less, she would
have done him a grave wrong. For all that, besides his skill in
painting, Rosso was gifted with a most handsome appearance;
his manner of speaking was very gracious and serious; he was
a fine musician and possessed a sound grasp of philosophy;
and what mattered more than all his other very fine qualities
was the fact that he was consistently very poetic in the com-
position of his figures, bold and well-grounded in his design,
with a charming style and breathtaking fantasy, as well as very
skilful in composing figures. In architecture he was most tal-
ented and extraordinary, and no matter how poor, he was
always rich in spirit and grandeur. For this reason, those who
gain the same rank as Rosso in the labours of painting will
be as continuously celebrated as his works, which, having no
equal for their boldness, were executed •without strenuous
effort, stripped of a certain feeble and tedious quality that
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many artists allow in order to make their nothings seem to be
something.

In Rosso's youth, he drew from Michelangelo's cartoon,*
and he wished to work at his art with very few masters, since
he held certain opinions in opposition to their styles, as we
can see at Marignolle outside the San Pier Gattolini gate in
Florence from a tabernacle worked in fresco for Piero Bartoli
which contains a dead Christ, where he began to show how
much he wanted to develop a bold style with more grandeur,
grace, and surprise than other painters. While still a beardless
youth and when Lorenzo Pucci was made cardinal by Pope
Leo, he worked over the gate of San Sebastiano de' Servi on
the Pucci coat of arms, executing two figures that in those
days amazed other artisans, since they did not expect him to
succeed. And this encouraged him so much that after Rosso
had done a half-length painting of Our Lady -with the head
of Saint John the Baptist for Maestro Jacopo, a Servite friar
who studied poetry, he was persuaded by Jacopo to paint in
the courtyard of these same Servites, beside the scene of the
Visitation done by Jacopo da Pontormo, the Assumption of
Our Lady, in which he painted a heaven filled with angels in
the form of naked children who are dancing around Our Lady
in a circle, foreshortened with the most beautiful contours and
swirling through the air, so that if the colouring he used had
been executed with the artistic maturity he acquired with
time, he •would have surpassed the other scenes by far, since he
already equalled them in grandeur and design. He weighed the
Apostles down with overly luxurious garments, but their
poses and some of the heads are more than beautiful.

The head of the hospital of Santa Maria Novella had him
do a panel,* but he was a man who had little understanding of
the art of painting, and when he saw the work sketched out,
all the saints seemed to him to be devils, since Rosso was
accustomed in his oil sketches to create certain cruel and des-
perate expressions and later, while finishing them, he would
soften the expressions and bring them back into the good
style. Because of this, the man ran out from the house and
refused the panel, declaring that Rosso had tricked him. Like-
wise, Rosso painted the arms of Pope Leo with two chidren
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(now destroyed) over another door going into the cloister of
the convent of the Servites. And in the homes of private
citizens other paintings and many portraits may be seen. For
the arrival of Pope Leo in Florence, he built a most beauti-
ful arch at the Canto de' Bischeri.* Then, for the ruler of
Piombino, Rosso executed a panel with a very beautiful dead
Christ, and he also completed a little chapel. Similarly, in
Volterra, he painted a very beautiful Deposition from the
Cross.

And since he had grown in fame and merit, he executed the
panel for the Dei family in Santo Spirito in Florence,* which
they had earlier commissioned to Raphael of Urbino, who
abandoned it to attend to the work he had undertaken in
Rome. Rosso painted it with the most lovely grace, as well
as a strong sense of design and liveliness of colour. No one
should imagine that any work ever possessed greater power or
looked so beautiful from a distance as this one, which for the
boldness of its figures and the abstract quality of these poses,
still uncommon among other painters, was considered a most
extraordinary work. And if he was not much praised for it
at the time, people subsequently recognized its good qualities
little by little, and they have given Rosso marvellous praise,
for it would be impossible to surpass its harmony of colours,
since the clear lights at the top, where the greatest light falls,
gradually move with the less bright lights to merge so softly
and harmoniously with the dark parts, through the artifice of
casting shadows, that the figures stand close up against one
another, each setting the other into relief by means of
chiaroscuro. And this •work contains such boldness that it may
be said to have been conceived and executed with more judge-
ment and mastery than any other work ever painted by how-
ever judicious a master. In San Lorenzo, he did a panel for
Carlo Ginori of the marriage of Our Lady, which was con-
sidered extremely beautiful. And in truth, there has never
existed anyone who in practice or dexterity could surpass him,
or approach him, in his facility of painting, for Rosso made
his colouring so soft, varied his garments •with such grace, and
took such delight in his craft that he was always, as a result,
highly praised and admired, and anyone who looks at such a
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work will understand that all I have written is absolutely true,
considering his nudes, which are very well conceived on the
basis of a thorough knowledge of anatomy. His female figures
are extremely graceful and the arrangements of their garments
curious and charmingly original. Similarly, Rosso considered
carefully, as one should, both the heads of his old men with
their curious looks and those of his women and children, with
their sweet and pleasing expressions. He was so rich in inven-
tion that he never left any space unused in his paintings, and he
carried out everything with such facility and grace that it was
astonishing. For Giovanni Bandini, he also painted a picture
of some very beautiful nudes in a scene of Moses killing the
Egyptian, which contains some very praiseworthy details, and
I believe it was sent to France.* He did another similar work
for Giovanni Cavalcanti, who went to England, depicting the
scene of Joseph taking water from the women at the fountain,
which was held to be divine, since it contained male nudes and
women executed with consummate grace, for whom Rosso
continuously delighted in creating delicate garments, hair-
styles with braids, and other clothing.

When he was executing this painting, Rosso lived in Borgo
de' Tintori, where his rooms overlooked the gardens of the
friars of Santa Croce, and he took great delight in a large male
Barbary ape that possessed a spirit more human than animal;
because of this he held the animal most dear and loved it as he
did himself, and since the beast possessed an astonishing intel-
lect, Rosso made the ape perform many services for him.
Now it happened that this animal fell in love with one of his
assistants called Batistino, who was very handsome, and he
could figure out everything that Batistino wanted to tell him
from the gestures the young man made to him. And so, since
there was a vine-trellis full of plump San Colombano grapes
belonging to the prior against the -wall at the back of the
rooms overlooking the friars' gardens, Rosso's assistants used
to send the ape down to the trellis, which was some distance
away from the window, and then, with a rope they would
pull the animal back with his hands filled with grapes. When
the prior discovered his vine picked clean, not knowing who
might have done it, he suspected rats and lay in wait, and
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•when he saw Rosso's ape climb down, he became furious and
seized a rod to beat the animal, going towards it with both
hands raised. When the ape saw that he would take some hard
knocks no matter whether he climbed back up or remained
where he was, he began jumping around and ruining the
trellis, and then, gaining the courage to throw himself upon
the friar, he grabbed with both hands the outside cross-piece
girding the trellis; while the friar was wielding his rod, the ape
shook the trellis in terror and with such force that he pulled all
of the poles and cross-pieces out of their holes, whereupon
both the trellis and the ape came crashing down upon the friar,
and, as he called for mercy, Batistino and the others pulled the
rope up and put the ape safely back in his room, with the
result that the prior withdrew to one of his terraces, muttering
things that are not in the Mass; and full of rage and animosity,
he went off to the Office of the Eight, the greatly feared
magistracy of Florence.

After his complaint had been filed and they had sent for
Rosso, the ape was condemned for this joke to have a -weight
attached to his rear end, so that he could not jump around as
he had done before on the trellis. And so Rosso fashioned a
roller that turned on a chain which he fastened on to the ape
so that he could go about the house but could not jump on
other people as he had done before. When the ape saw himself
condemned to such a punishment, he seemed to guess that the
friar was the cause of it, and so every day he practised jumping
step by step with his legs, holding the weight in his hands,
and, pausing often, he would, in this fashion, reach his des-
tination. One day when he was loose in the house, the ape
gradually jumped from roof to roof during the hour the prior
was singing vespers, and he reached the roof of the prior's
room. And there he dropped the weight and for half an hour
enjoyed a nice romp, leaving not a single tile or gutter
unbroken. Then he returned home, and in three days, after a
rainfall, the prior's complaints were heard.

Having completed his work, Rosso set out for Rome -with
Batistino and his ape, where his works were enthusiastically
anticipated and in demand beyond all expectation, because
some of his drawings had been seen and were considered
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marvellous, for Rosso drew in a most inspired fashion and
with great polish. In Rome, Rosso painted a work in Santa
Maria della Pace above the frescos of Raphael, the worst he
ever did, and I cannot imagine how this occurred unless it came
from something which can be seen not only in Rosso but in
many others.* And this phenomenon—something which seems
astonishing and secret by nature—comes down to this: anyone
who changes his country or location seems also to change his
nature, talents, customs, and personal habits to the degree that
he sometimes seems to be another person, completely dazed
and stupefied. This could have happened to Rosso in the air of
Rome both because of the stupendous works of architecture
and sculpture he saw there and because of the paintings and
statues of Michelangelo, which may have overwhelmed him.
Works such as these also caused Fra Bartolomco of San Marco
and Andrea del Sarto to flee from Rome without allowing
any of their work to be completed there. All the same, for
whatever reason, Rosso never did poorer work, and in
addition, the work stands in comparison with the painting by
Raphael of Urbino.

During this time, Rosso painted for his friend Bishop
Tornabuoni a picture of the dead Christ held up by two
angels, which today belongs to the heirs of Monsignor Della
Casa and was a most beautiful undertaking. For II Baviera he
did drawings for prints of all the gods, which were then
engraved by Giacopo Caraglio:* they included one of Saturn
changing himself into a horse and, in particular, the scene of
the rape of Proserpina by Pluto. He also worked up a sketch of
the Beheading of Saint John the Baptist, which is located
today in a little church on the Piazza de' Salviati in Rome.
Meanwhile, the Sack of Rome followed, and poor Rosso was
taken prisoner by the Germans and very badly treated.*
Besides stripping him of his clothes and leaving him barefoot
and without anything on his head, they made him carry heavy
loads on his back and empty almost an entire grocery shop.
After this poor treatment, he barely made his way to Perugia,
where he was given a warm welcome and new clothes by the
painter Domenico di Paris,* for whom he drew a cartoon for
a panel painting of the Magi, a most beautiful work -which can
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be seen at Donienico's home. But Rosso did not remain there
for long, since he heard that Bishop Tornabuoni, -who had also
fled from the Sack of Rome, had come to Borgo San Sepolcro,
and so he went there himself, since he was close friends with
the bishop.

At that time, there was a painter in Borgo San Sepolcro
named Raffaello dal Colle,* the pupil of Giulio Romano, who
had undertaken a very inexpensive panel painting in his native
city for Santa Croce, the seat of the confraternity of
Flagellants, and he very kindly gave up the commission and
gave it to Rosso so that some memorial of him might remain
in that town. And although the confraternity was offended,
the bishop offered Rosso many conveniences. Once the panel,
which brought him renown, was completed, it was placed in
Santa Croce: and this Deposition from the Cross* is a very
rare and beautiful work, for in his colouring Rosso respected
the special quality of darkness from the eclipse that occurred
when Christ died, and he also executed the work with the
greatest care. Afterwards, Rosso was commissioned to do a
panel in Citta di Castello,* which he had begun work on, and
was priming with gesso, when the roof collapsed and crushed
everything, and he caught such a bestial fever that he was
on the verge of death and was carried from Castello back
to Borgo San Sepolcro. Since this illness was followed by
quartan malaria, Rosso then moved to Pieve a Santo Stefano
to take the air and finally to Arezzo, -where he was nursed in
the home of Benedetto Spadari, who with the support of
Giovanni Antonio Lappoli of Arezzo and as many friends and
relatives as they both had together, worked things out in such
a way that Rosso was asked to fresco a vault for the Madonna
delle Lagrime, a work already assigned to the painter Niccolo
Soggi. And so that Rosso would leave behind some memorial
of himself in the city, he was commissioned to do this work
at a price of three hundred gold scudi. Thus, Rosso began
drawing the cartoons in a room they had assigned him in a
place called Murello, and he finished four of them there.

In one of them, he drew our first parents bound to the tree
of sin, along with Our Lady who removes sin from their
mouths in the form of that apple, while under their feet he
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depicted the serpent, and in the air (wishing to symbolize that
She was clothed by the sun and the moon) he depicted
Phoebus Apollo and Diana in the nude. In another cartoon,
where Moses is carrying the Ark of the Covenant, he depicts
Our Lady surrounded by five Virtues. In another, he drew the
throne of Solomon, again depicting Our Lady to whom
votive offerings are presented to symbolize those who can turn
to Her for grace, with other curious ideas that were invented
by the fine mind of Messer Giovanni Polastra, a canon from
Arezzo and Rosso's friend, for whose satisfaction Rosso
executed a very beautiful model of the entire project, which is
now in our home in Arezzo. Rosso also drew a study of nudes
for this painting, which is a very unusual work: it was thus a
pity he did not complete it, since if he had begun it and
executed it in oils rather than fresco it would truly have been a
miracle. But Rosso was always opposed to working in fresco,
and so he continued to procrastinate drawing his cartoons,
intending to have them finished by Raffaello dal Borgo and
others, and he never completed the project.

At that same time, since he was a courteous person, he did
many drawings in Arezzo and the surrounding countryside for
paintings and buildings, such as the one for the rectors of the
fraternity of the chapel located at the foot of the piazza which
now contains the Holy Face of Christ, for whom Rosso had
sketched a panel which he was to execute in his own hand in
the same place, depicting Our Lady with a crowd of people
under Her mantle.* This sketch which Rosso never executed,
is in our book of drawings, along with many other very
beautiful ones from his own hand.

But to return to the painting that Rosso was supposed to do
for the Madonna delle Lagrime Church. Giovanni Antonio
Lappoli of Arezzo, Rosso's trusted friend, had acted as guaran-
tor for this project and with every kind of service had shown
Rosso his affection. But in the year 1530, while Florence was
under siege and because of Papo Altoviti's lack of prudence,
the Aretines, who remained free, attacked the citadel and
pulled it to the ground. And since the Aretines bore ill will
towards the Florentines, Rosso refused to trust them and went
to Borgo San Sepolcro, leaving his cartoons and the drawings
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for the project locked up in the citadel: the people of Citta
di Castello who had commissioned him to do the panel
•wanted him to complete it, but because of the illness he had
experienced there, Rosso did not wish to return, and so he
completed their panel in Borgo San Scpolcro. He did not even
want to give them the pleasure of being able to see the paint-
ing, in which he depicted a crowd of people with Christ in the
air, held in adoration by four figures, and he also painted
Moors, gypsies, and the strangest things in the world; and,
apart from the figures, which are perfect in their excellence,
the composition follows everything but the intentions of those
who had requested the picture. At the same time, while he was
working on this, he exhumed dead bodies in the bishop's pal-
ace where he was staying, and drew very beautiful anatomical
studies. In truth, Rosso was a great student of the details of the
art of painting, and few days passed without his sketching
some nude figure from life.

Now, having always imagined finishing his life in France
and getting away from a certain kind of wretchedness and
poverty in which, as he used to say, those who work in
Tuscany and in the towns where they were born are trapped,
Rosso decided to leave. And he had recently learned the Latin
language, in order to appear more experienced in all things
and to have a universal background, when something hap-
pened to him which greatly hastened his departure; for one
Holy Thursday when Matins are said in the evening, a young
Aretine who was his pupil was in church, and while they were
singing what are called the Tenebrae, he ignited some flames
of fire with a lighted candlewick and some hard resin, and
the boy was reprimanded and beaten by some priests. When
Rosso, beside whom the young man was sitting, saw this, he
bristled with animosity towards the priest. An uproar arose,
without anyone knowing how the affair had begun, and they
pursued poor Rosso, who was fighting with the priests, with
drawn swords. He escaped and managed to take shelter in his
quarters without being injured or overtaken by anyone. But
considering himself dishonoured by this, he completed the
panel for Castello, and without worrying about the work for
Arezzo or the damage he was doing to Giovanni Antonio, his
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guarantor, since he had received more than one hundred and
fifty scudi, he left during the night and, taking the Pesaro road,
•went to Venice.*

In Venice, Rosso was entertained by Messcr Pietro Aretino,
for whom he drew, on a sheet of paper which was later
engraved, the figure of Mars sleeping with Venus while her
Cupids and the Graces are undressing him and dragging his
cuirass about. After leaving Venice, he went to France, where
he was received with great affection by the Florentine com-
munity. He did several paintings here, later hung in the
gallery at Fontainebleau, which he gave to King Francis,
who liked them immensely but enjoyed even more Rosso's
company, his conversation, and his style of living, for Rosso
was a large man with red hair corresponding to his name,
and in all his actions he was serious, considerate, and very
judicious. The king, therefore, immediately ordered that he
receive a salary of four hundred scudi and gave him a home in
Paris, where he seldom stayed so that he could spend most of
his time at Fontainebleau, where he had quarters and lived like
a lord, and Francis made Rosso the superintendent of all the
buildings, paintings, and other decorations in that place.

Rosso first began to build a gallery over the lower court,
creating overhead not a vault but a flat ceiling, or, rather, a
ceiling of -woodwork with very beautiful partitions; he had
the walls on every side covered in stucco with bizarre and
extravagant panels, and he employed various kinds of carved
cornices, with life-sized figures on the supports, decorating the
parts beneath the cornices, between one support and another,
with garlands of the richest stucco or with paintings of the
most beautiful fruit and greenery of every type. And then, in a
large room (if what I have heard is true), following his own
design, he had some twenty-four scenes painted in fresco
depicting, I believe, the deeds of Alexander the Great; as I said,
he executed all the drawings, which were in water-colours and
chiaroscuro.

At the two ends of this gallery are two oil paintings he him-
self designed and executed with such perfection that little
better could be seen in painting. In one of them, there are the
figures of Bacchus and Venus, executed with marvellous skill
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and judgement. Bacchus is a naked young man, so tender,
delicate, and sweet that he seems to be living, palpable flesh
and alive rather than painted. And around him are some
imaginary vases in gold, silver, crystal, and various precious
stones, so extravagant and covered with such curious decora-
tions that whoever sees this work with its many inventions
\vill remain full of amazement. Among the other details, there
is also a satyr raising part of a pavilion, whose head is of aston-
ishing beauty with its strange goat-like face, and especially
because it seems to laugh and to be filled with mirth at the
sight of such a handsome young man. There is also a putto
riding a bear which is very beautiful, and many other graceful
and beautiful ornaments scattered about. The other painting
contains Cupid and Venus along with other beautiful figures.
But the one with which Rosso took the greatest pains is that
of Cupid, for he imagined a twelve-year-old putto but one
who had grown up and possessed greater strength than is com-
mon at that age, most beautiful in every respect.

When the king saw these works and was exceedingly
pleased by them, he regarded Rosso with incredible affection,
and not long afterwards the king gave Rosso the canonry in
the Holy Chapel of Our Lady in Paris, as well as many other
revenues and benefices, so that, with a goodly number of
servants and horses, Rosso lived like a lord and gave banquets
and performed extraordinary acts of courtesy for all his
acquaintances and friends, and especially for foreigners from
Italy \vho happened to be in those parts. He then built another
hall, called the Pavilion, because it is above the first-floor
rooms and is thus above all the other rooms in the form of a
pavilion: he decorated it from the floor up to the ceiling with
various beautiful stucco decorations and figures in full relief
at regular intervals, and with putti, garlands, and various kinds
of animals. And in the compartments in the walls, he painted
seated figures in fresco in such great number that they rep-
resent all the gods and goddesses of the ancient pagan world.
And at the end over the windows there is a frieze completely
decorated with stuccoes and extremely rich, but without
paintings. Then in many of the chambers, bathrooms, and
other rooms, he created countless stuccoes and paintings, some
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of which were drawn and can be seen in circulation as
engravings that are very beautiful and graceful, as are the
countless drawings that Rosso made for salt-cellars, vases,
large bowls, and other curious items, all of which the king
later had cast in silver, and which were so numerous that it
would be impossible to mention all of them. It will suffice,
however, to say that Rosso executed the designs for all the
vessels in the king's credenza, and all those items for the trap-
pings of horses, masquerades, triumphs, and all the other
things you could imagine; and with such strange and unusual
objects, it is impossible to do better than Rosso.

In the year 1540, when the Emperor Charles V came to
France under the safe-conduct of King Francis with no more
than twelve of his men, Rosso created half of the decorations
that the king had ordered to honour such an emperor at
Fontainebleau. The other half were created by Francesco
Primaticcio of Bologna.* But the things that Rosso created for
arches, colossal structures, and other similar buildings were,
according to what was said at the time, the most stupendous
that had ever been constructed by anyone until then. But most
of the rooms Rosso built at Fontainebleau were torn down
after his death by this Francesco Primaticcio, who built a
newer and larger building in that location.... *

Besides the works already mentioned, Rosso did a figure of
Saint Michael which is an exceptional work. And for the High
Constable he painted a panel of the Dead Christ, an excep-
tional work located at one of the Constable's properties in
Ecouen,* and he also produced wonderful miniatures for the
king. He then did a book of anatomical figures to be published
in France, from which there are some examples by his own
hand in our book of drawings; and, after his death, two
extremely beautiful cartoons were found among his personal
effects: in one of them is a figure of Leda, which is a most
singular work, while in the other is the Tiburtine Sibyl, who is
showing to the Emperor Augustus the glorious Virgin with
Christ in Her arms. In this cartoon, he drew King Francis, the
queen, the guards, and the people with such a great number of
figures so well executed that one can truthfully say this work
was one of the most beautiful things Rosso ever created.
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Because of these -works and of many others we know
nothing about, Rosso so pleased the king that shortly before
his death he found himself with an income of more than a
thousand scudi, not counting the provisions for his work,
which were huge. As a result, he lived more like a prince than
a painter, keeping numerous servants and riding-horses, and
he had his house furnished with tapestries and silver, and other
furnishings and household goods; then Fortune, who rarely
or never allows anyone -who places too much trust in her to
retain high rank for long, brought Rosso to an unfortunate
end in the strangest possible manner in the world. For while
Francesco di Pellegrino, a Florentine, who took pleasure in
painting and was a great friend of Rosso, was associating with
Rosso on close and intimate terms, Rosso was robbed of some
hundreds of ducats. And Rosso, suspecting nobody else but
this Francesco, had him taken away from court and tormented
him greatly with rigorous questioning. But Francesco, who
was innocent, confessed nothing but the truth and was finally
released, and then, moved by righteous indignation, he was
forced to show his resentment towards Rosso for the shameful
charges Rosso had falsely filed against him. Thus, Francesco
swore out a complaint of libel against Rosso, and he pressed
him so closely that, being unable to help or to defend himself,
Rosso saw he was in a sorry predicament, since he thought
that he had not only falsely accused his friend but had also
stained his own honour, and that denying his charges or
adopting other shameful means 'would likewise prove him
to be a disloyal and evil man. And so he decided to kill
himself rather than be punished by others, and he chose this
alternative.

One day when the king was at Fontainebleau, Rosso sent
a peasant to Paris for a certain extremely poisonous liquor,
pretending he wanted to use it to make his colours or
varnishes, but intending, as he did so, to poison himself with
it. The peasant thus returned with the liquor, and such was the
evil power of this poison that, by merely holding his thumb
over the mouth of the phial that had been carefully plugged
•with wax, he almost lost that finger, which was consumed and
almost eaten up by the deadly power of this poison, which
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shortly afterwards killed Rosso, who, though a very healthy
man, had taken it so that it might, as it did, take his life in a
few hours. When this news was brought to the king, he was
displeased beyond all measure, for he believed that with
Rosso's death he had lost the most excellent artist of his day.
And so that his work would not perish, the king had it
continued by Francesco Primaticcio of Bologna, who had
already completed many works for him, as we have said, giv-
ing Francesco a fine abbey just as he had conferred a canonry
upon Rosso.

Rosso died in the year 1541* and was greatly missed by his
friends and fellow artists, who through his work had under-
stood how much may be acquired from a prince by a man
with universal talents, who is well-mannered and gentle in all
his actions, as Rosso was, and who for many reasons has
deserved and still deserves to be admired as a truly most excel-
lent artist.

THE END OF THE LIFE OF ROSSO,

FLORENTINE PAINTER


