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collaborations between The Baltimore Museum of Art and The 
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the Program in Museums and Society at JHU, foster the work 
of both institutions by bringing students, faculty, BMA staff, and 
the general public together around the Museum's rich collection. 
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« Pierre-Charles Baquoy. 
The Printmaker's Studio, 1806. 
Etching and engraving. 
Garrett Collection (no. 4). 

THE RISE OF PHOTOGRAPHY 1n the 

nineteenth century, prints played a major 
role in celebrating these sculptures and 
establishing their reputations. 
RELATIVELY AFFORDABLE AND VERY PORTABLE, printed images could be produced in mul
tiples, allowing individuals in England and the Netherlands, for example, to get a glimpse 
of a statue housed on the other side of the continent. 

Printed Sculpture/Sculpted Prints examines the reasons printmakers chose to depict sculp
ture, the challenges this task presented, and the different ways that artists responded. Three 
key and sometimes overlapping themes run throughout the exhibition, leading to multiple 
and varied connections among the works on view. These include: 

REPRooucT10N:Tunsn1ission of an idea 
SOME PRINTS WERE MADE primarily to transmit the appearance of a sculpture, including 
ancient statues that few people had the opportunity to visit. The famous marble Farnese 
Hercules, for example, was in a private palace in Rome and was accessible only to a select 
audience. Through reproductive prints, this statue became an iconic work, known and imi
tated throughout Europe. 

REINTERPRETATION: 1nvention in paper and line 
PRINTMAKERS OFTEN USED SCULPTURE as a point of creative departure, depicting their 
source of inspiration in new and unexpected ways. These innovations included placing a 
familiar work in an imaginary setting, combining aspects of several famous statues into 
one composite figure, or developing a style that is itself sculptural, suggesting volume and 
weight through the interplay of line. 

RIVALRY: TficJogue among 1nedia 
RIVALRY WAS A FAMILIAR THEME in Renaissance culture_ It originated with the concept of the 
paragone, or comparison, in which painting and the written word vied for expressive power. 
But the idea also carried over into the visual arts more generally, whereby artists working 
in different media strove to match or better each other's accomplishments. The representa
tion of sculpture in linear, two-dimensional form posed challenges that printmakers tackled 
with ingenuity and invention. 

ON THE COVER Frederick Bloemaert. 
Detail, A Student Draftsman, 1679. Etching, engraving, 
and chiaroscuro woodcut. Garrett Collection (no. 9). 



L 

INSPIRED BY 

THE LAOCOON 

S
PANNING THE EXHIBITION'S CHRONOLOGY 

from the mid-sixteenth through the early nine
teenth century, these works_ represent two 

distinct print techniques and demonstrate radically 
different interpretative approaches. 

Both depict the Laocoon, an ancient work in 
marble that portrays the horrific punishment of the 
Trojan priest Laocoon and his sons. The marble 
Laocoon was discovered in Rome in 1506, and 
immediately became one of the best known sculp
tures in Europe. Reproductive prints helped spread 
its fame. 

Charles-Clement Bervic's engraving, in the repro
ductive tradition, transcribes the Laocoon with great 
precision and maintains its proper orientation. 
Niccolo Boldrini, in contrast, allowed the printing 
process to reverse the sculpture, and drew on the 
expressive power of the woodcut to create a very per
sonal interpretation of it. His startling substitution 
of monkeys for human figures may be a play on the 
popular notion of "art as the ape of nature." 

» Charles-Clement Bervic, after the antique. Laocoon, 
1809, printed later. Engraving. Garrett Collection (no. 8). 

~ Niccolo Boldrini, inspired by the antique. Caricature of the Laocoon, c. 1545. 
Woodcut. Garrett Collection (no. ro). 
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AFTER MICHELANGELO 

B 
0TH OF THESE PRINTS reproduce works by 
Michelangelo, but to very different ends. 
Agostino Carracci's engraving of the famous 

Pieta transforms a monumental work into one suit
able for the cabinet of a private collector. Although 
its subject is devotional, the individuals who pur
chased this print probably valued it above all as a 
chance to study-and even to own-the artistic 
invention of Michelangelo. 

» Agostino Carracci, after Michelangelo. Lamentation of the 
Virgin (Pieta), 1579. Engraving. Garrett Collection (no. n). 
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C
HERUBINO ALBERTI uses an imaginative set
ting to bring Michelangelo's Deposition to ]jfe. 
Located between the place of Christ's cruci

fixion (on a hill in the distance) and his burial (in a 
cave to the right), the sculpture is part of an unfold
ing sequence of narrative events. At the same time, 
Alberti does not let us forget that his model was 
carved from marble. We see the stone base on which 
the figures rest and sense their physical weight, as 
Christ is carefully lowered to the ground. 

« Cherubino Alberti, after Michelangelo. The Virgin, 
a Holy Woman, and Joseph of Arimathea with the 
Body of Christ (Deposition), c. 1575-1600. Engraving. 
Garrett Collection (no. r). 



VIEWING IN THE ROUND 

0 
NE OF THE PRINCIPAL CHALLENGES PRINT

MAKERS FACED in representing sculpture 
was capturing the effects of viewing "in the 

round," or from multiple angles. Giambologna's 
Rape of a Sabine Woman, which depicts a Roman 
tale of abduction, was particularly famous for 
its swirling, serpentine composition. Andrea 
Andreani used multiple prints (at right are two 
from a series of three) to suggest the experience of 
moving around Giambologna's work and viewing 
it from different vantage points. 

Andreani's mastery of the chiaroscuro woodcut 
allowed him to convey both the solidity and the tex
ture of marble. The chiaroscuro technique involves 
layering patches of variously colored inks and 
permits a range of tones, from deep shadows to 
bright highlights. Together, these help suggest the 
volume ofGiambologna's sculpted form, as well as 
the reflective sheen of its polished surface. 

» Andrea Andreani, after Giambologna. Rape of a 
Sabine Woman, 1584. Two chiaroscuro woodcuts. 
Garrett Colle"ction (no. 2-3). 

I 
N THIS DEPICTION OF THE FARNESE 

HERCULES, Giuseppe Vasi challenges the 
medium of sculpture by flaunting the rich 

representational possibilities of printmaking. 
Whereas an individual standing before the 
statue can take in only one perspective at a time, 
a viewer of Vasi's print encounters the front 
and back of the work simultaneously. Indeed, 
the rear view was considered as interesting as 
the frontal view, and was frequently reproduced 
in print. This perspective also adds a narrative 
dimension, allowing us to see that, behind his 
back, Hercules holds the Apples oflmmortality, 
which he had stolen from the Garden of the 
Hesperides. 

« Giuseppe Vasi, after the antique. Two Views of 
the Farnese Hercules, 1773. Etching and engraving. 
Garrett Collection (no. 23). 
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VOLUME IN TWO DIMENSIONS 

H 
ENDRICK GOLTZIUS WAS REMARKABLY 

ADEPT at creating an illusion of vol
ume in the two-dimensional medium 

of engraving. In this print, the contorted pose 
of Tantalus-who was thrown into the under
world for various crimes against the gods
recalls contemporary sculptures that favored 
a twisting, serpentine form. Goltzius used the 
unusual, circular shape of this print to contain 
Tantalus's outspread body, further emphasizing 
its mass and the power of his fall. 

« Hendrick Goltzius. Tantalus, 1588. Engraving. 
Gift of Ruth Cole Kainen, in Honor of Jay McKean 
Fisher, Senior Curator of Prints, Drawings, 
and Photographs (no. 19). 

A
LTHOUGH THERE IS NO DIRECT 

MODEL FOR THIS FIGURE, Hendrick 
Goltzius was clearly inspired by 

sculptural forms. He traveled to Rome 
to study its monuments, and he also 
knew the exaggerated, Mannerist works 
of contemporary sculptors in his native 
Netherlands. The Latin inscription below 
Hercules's right foot tells us that Goltzius 
not only invented this image ("lnuent."), 
but engraved it as well. The term "Sculpt." 
is a variant abbreviation of sculpsit, mean
ing "incised it," and refers here to the 
work of cutting into a copper plate with 
a burin, the engraver's favorite tool. 
Goltzius surely appreciated the technical 
similarities that associated engraving with 
sculpting. 

« Hendrick Goltzius. The Great Hercules, 1589. 
Engraving. Garrett Collection (no. r6). 



BRINGING STONE TO LIFE 

C
LAUDE MELLAN'S ENGRAVING was part of the Galleria 
Giustiniani, a catalogue that was one of the first attempts to 
illustrate an entire collection in print. The collection, which 

belonged to the Giustiniani family in Rome, was more famous 
for its size than its quality. Melian brings this rather anonymous 
sculpted figure to life, however, by giving her a bright, firmly 
focused gaze. 

PIGMAI,ION 

» Claude Mellan. Statue of a 
Standing Woman, c. 1631-1636. 
Engraving. Garrett Collection 
(no. 21). 

T
HESE FIGURES, CALLED HERMS, are 
classically inspired architectural 
elements characterized by a plain 

shaft topped with a head, bust, or torso. 
Seemingly half human (or, in this case, 
Herculean) and half stone, they played 
with the dialogue between art and life 
popular in the Renaissance. Agostino 
Veneziano underscores this theme by 
giving the figures startlingly life-like 
eyes, as if to show that print can outdo 
sculpture in the game of imitation. 

<< Agostino Veneziano. Herms, 1536. Engraving. 
Garrett Collection (no. 24). 

J'IGM.~LlON 

E
MMANUEL DE GHENDT used a series of prints to tell the story 
of Galatea's mythical transformation from a finely crafted sculp
rure to a graceful living woman. Utilizing changes in viewpoint 

and pose-for example, the shifting placement of the statue's arms
de Ghendt allows the viewer to experience Galatea's metamorphosis 
and share in the astonishment of her creator, Pygmalion. The printed 
series allowed artists to present stories unfolding over time, something 
more difficult to achieve in a single, sculpted work. 

PTG:M.:\.UON 

~ Emmanuel de Ghendt. The 
Story of Pygmalion and Galatea, 
1776. Three etchings with 
engraving. Garrett Collection 
(no. 12-14). 
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PIERRE-CHARLES BAQUOY'S IMAGE reveals the important role of sculpture in 
a printmaker's sh0p. ln this detail, a young apprentice studies the bust of a 
male figure, preparing to translate its volumetric form onto paper. Scattered 

throughout the studio are other models and casts, including a reproduction of the 
Farnese Hercules, which inspired countless variations and copies. 

~ Pierre-Charles Baquoy. Detail, The Printmaker's Studio, 1806. Etching and engraving. 
Garrett Collection (no. 4). 

--

ABOUT THIS EXHIBITION 

JN THE SPRING OF 2007, ten undergraduate students at The Johns Hopkins 
University and their instructor, Elizabeth Rodini, met every Monday afternoon in 
the Department of Prints, Drawings, and Photographs at The Baltimore Museum of 
Art. Studying the BMA's extensive collection of Renaissance and Baroque prints and 
worldng with the Museum's staff, the class spent the semester planning, research
ing, and designing this exhibition. Divided into three teams, they wrote label and 
brochure text, authored promotional materials, and developed supplementary pro
grams. This exhibition, as well as its accompanying materials and events, are the 
results of their work. 

ABOUT THE PROGRAM IN MUSEUMS AND SOCIETY 

AT THE JOHNS HOPKINS UNIVERSITY 

THE PROGRAM IN MUSEUMS AND SOCIETY is concerned with the institutions that 
shape knowledge and understanding through the collection, preservation, interpre
tation, and/or presentation of objects, artifacts, materials, monuments, and historic 
sites. Through classroom teaching, research, and real encounters with museums, 
the Program promotes the study of material culture and its place in a wide range 
of scholarly disciplines. In addition to curricular and scholarly activities within the 
University, the Program promotes meaningful connections with local and regional 
museums. For more information on the Program in Museums and Society, visit 
http:/ /web.jhu.edu/museums/index.htrnl. 

ABOUT THE BALTIMORE MUSEUM OF ART 

THE BALTIMORE MUSEUM OF ART is home to an internationally renowned collection 
of 19th-century, modem, and contemporary art. Founded in 1914, the EMA today 
has 90,000 works of art-including the largest holding of works by Matisse in the 
world, outstanding European and American fine and decorative arts, 15th-through 
19th-century prints and drawings, contemporary art by established and emerging 
artists, and objects from Africa, Asia, the Ancient Americas, and Pacific Islands. 
A major cultural destination, the BMA welcomes 250,000 visitors annually with 
an exciting program of dynamic exhibitions, lively lectures and performances, and 
imaginative activities for families. The Museum frequently collaborates with other 
cultural and educational institutions, acting as a cultural catalyst for the community. 
Thanks to extraordinary government and private support, general admission to the 
BMA is free for everyone, every day. 
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EXH IBIT!ON CH ECK LIST 

All works are in the collection of The Baltimore Museum of Art. Works by unknown artists 
appear at the end of the list in chronological order. Measurements provided for prints are 
sheet dimensions; in all cases, height precedes width precedes depth. 

1. Cherubino Alberti, Italian, 1553-1615. The Virgin, a Holy Woman, and Joseph of Arimathea 
with the Body of Christ (Deposition, or "Florentine Pieta"). c. 1575-1600. Engraving, after 
a sculpture by Michelangelo Buonarroti (Italian, 1475-1564). 449 x 304 mm. Garrett 
Collection, BMA r946.rr2.ro658 

2-3. Andrea Andreani, Italian, 1558/59-1629. Rape of a Sabine Woman. 1584. Two chiaroscuro 
woodcuts, after a sculpture by Giambologna [Giovanni da Bologna] (Flemish, active in 
Italy, 1529-1608). 454 x 206 mm, 460 x 201 mm. Garrett Collection, BMA r946.rr2.8590-
859r 

4- Pierre-Charles Baquoy, French, 1759-1829. The Printmaker's Studio. 1806. Etching and 
engraving, after a design by Jean-Michel Moreau le jeune (French, r74r-r84r). From the 
book Le Musee franc;ais, Recueil complet des tableaux, statues et bas-reliefs qui composent la. col
lection nationale (The French Museum: A Complete Album of the Paintings, Statues, and Bas
Reliefs in the National Collection), Vol. III, by Simon Celestin Craze-Magnan (French, 1750-
1818), Paris: Robillard-Peronville and Laurent, r8o6. 356 x 457 mm. Garrett Collection, 
BMA r946.rr2.rr5 

5. Nicolas Beatrizet, French, active in Italy, r5r5-r565 or after. Equestrian Statue of Marcus 
Aurelius. 1548. Engraving, after the antique. 361 x 247 mm. Garrett Collection, BMA 
r946.rr2.ro8or 

6. Stefano della Bella, Italian, r6ro-r664. The Temple of Concord and the Roman Forum. 
c. 1656. Etching. 364 x 330 mm. Garrett Collection, BMA r946.rr2.209 

7. Stefano della Bella, Italian, r6ro-r664. Views of the Villa of Pratolino: The Colossal Statue of 
the Apennines by Giambologna. c. 1640-1664. Etching, after a sculpture by Giambologna 
[Giovanni da Bologna] (Flemish, active in Italy, 1529-1608). 255 x 384 mm. Blanche Adler 
Memorial and Print Funds, BMA 1976.67.6 

8. Charles-Clement Bervic, French, 1756-1822. Laocoon. 1809, printed later. Engraving, after 
a drawing by Pierre Bouillon (French, r776-r83r), after the antique. 603 x 471 mm. Garrett 
Collection, BMA r946.rr2.r4432 

9. Frederick Bloemaert, Dutch, r6r4/r7-r690. A Student Draftsman. 1679. Etching, engraving, 
and chiaroscuro woodcut, after a drawing by Abraham Bloemaert (Dutch, 1564-1651). From 
the book Oorspronkelyk en vermaard Konstryk Tekenboek (Original and Famous Drawing 
Book), by Abraham Bloemaert, Amsterdam: Nicolaes Visscher, 1679-1702. 313 x 233 mm. 
Garrett Collection, BMA r946.rr2.8600 

ro. Niccolo Boldrini, Italian, r5ro-r566 or after. Caricature of the Laocoon. c. 1545. Woodcut, 
after a design by Titian [Tiziano Vecellio] (Italian, 1477-1576), inspired by the antique. 267 
x 402 mm. Garrett Collection, BMA 1946.rr2.8606 

11. Agostino Carracci, Italian, 1557-1602. Lamentation of the Virgin (Pieta). 1579. Engraving, 
after a sculpture by Michelangelo Buonarroti (Italian, 1475-1564). 421 x 299 mm. Garrett 
Collection, BMA r946.rr2.554 

r2-r4. Emmanuel de Ghendt, Flemish, active in France, 1738-1815. The Story of Pygmalion and 
Galatea. 1776. Three etchings with engraving, after designs by Charles-Dominique Eisen 
(French, 1720-1778). From the book Pygmalion, Scene Lyrique (Pygmalion, A Poem), by 
Jean-Jacques Rousseau (French, 1712-1778), Geneva, 1776. 196 x 122 mm, 200 x 122 mm, 
201 x 122 mm. Garrett Collection, BMA r946.rr2.19r9-r92r 

r5. Giorgio Ghisi, Italian, 1520-1582. Hercules Victorious over the Hydra. c. 1558. Engraving 
and stipple, after a design by Giovanni Battista Bertani (Italian, r5r6-r576). 365 x 228 mm. 
Garrett Collection, BMA r946.rr2.n913 

r6. Hendrick Goltzius, Dutch, 1558-1617. The Great Hercules. 1589. Engraving. 628 x 482 mm. 
Garrett Collection, BMA 1946.rr2.r2082 

r7. Hendrick Goltzius, Dutch, 1558-1617. Hercules and Telephos (The Emperor Commodus 
as Hercules). c. 1592, printed in r6r7. Engraving, after a drawing by the artist, after the 
antique. 409 x 295 mm. Garrett Collection, BMA r946.rr2.r2083 

r8. Hendrick Goltzius, Dutch, 1558-1617. Pygmalion and Galatea. 1593. Engraving. 328 x 2ro 
mm. Garrett Collection, BMA r946.rr2.r208r 

r9. Hendrick Goltzius, Dutch, r558-r6r7. Tantalus. 1588. Engraving, after a design by 
Comelis Comelisz. van Haarlem (Dutch, 1562-1638). 329 x 332 mm (tondo). Gift of Ruth 
Cole Kainen, in Honor ofJay McKean Fisher, Senior Curator of Prints, Drawings, and 
Photographs, BMA 2005.47 

20. Jean-Franc;ois Janinet, French, r752-r8r4- Colonnade and Gardens of the Medici Palace. 
c. 1776. Color etching and wash-manner engraving, after a painting by Hubert Robert 
(French, 1733-1808). 370 x 268 mm. Blanche Adler Memorial Fund, BMA 1987.9 

2r. Claude Mellan, French, 1598-1688. Statue of a Standing Woman (The Muse Polimnia?). 
c. r63r-r636. Engraving, after the antique. From the book Galleria Giustiniana del Marchese 
Vincenzo Giustiniani (The Gallery of the Marquis Vincenzo Giustiniani), Vol. r, Rome, 
c. 1636. 373 x 237 mm. Garrett Collection, BMA r984.8r.276r 

22. Giovanni Battista Scultori, Italian, 1503-1575. The River God Po and a Putto. 1538. 
Engraving. III x 137 mm. Garrett Collection, BMA r946.rr2-4654 

23. Giuseppe Vasi, Italian, qro-1782. Two Views of the Farnese Hercules. 1773. Etching and 
engraving, after a drawing by the artist, after the antique. 515 x 363 mm. Garrett Collection, 
BMA r946.rr2.r5287 

24-27. Agostino Veneziano [Agostino dei Musi], Italian, 1490-1540. Herms. 1536. Four engravings. 
197 x 127 mm, 201 x 131 mm, 201 x 130 mm, 205 x 124 mm. Garrett Collection, 
BMA r946.rr2.3655-3658 

28. Enea Vico, Italian, 1523-1567. Apollo Belvedere. 1552. Engraving, after an engraving by 
Marcantonio Raimondi (Italian, c. 1480-1534), after the antique. 370 x 273 mm. Garrett 
Collection, BMA r946.rr2.5000 

29. Probably German. Hercules. r6th-r8th century. Green marble, after the antique. 546 x 248 
x r7r mm. Gift of Saidie A. May, BMA r94r-387 

30. Possibly French. Rape of a Sabine Woman. r8th or 19th century. Bronze, based on a sculp
ture by Giambologna [Giovanni da Bologna] (Flemish, active in Italy, 1529-1608). 597 x 
203 x 233 mm. Bequest of Helen Adler Lauchheimer, BMA 1960.5 
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