
T H E  WUND E R K AMM E R 
O F  T H E  D ANC I N G  FAUN



Who is the Faun?
He is the cosmos in continual mo-
vement attuned to creating beauty

And what is beauty?
Beauty is the suspension of the mo-
tion

And what is movement?
Movement is the genius creation of 
Eros

Who is Eros?
Eros is the dance on chaos from 
which life is born

What is life?
Life is beautiful

Dancing faun
Joie de vivre



THE WUNDERKAMMER 

Man has always needed certain things, has col- lected them, in order to survive or for other rea- 
sons: fascination, curiosity, superstition, a taste for the wonderful or strange.
Interest for the singular, the strange, and the mar- velous has always been constant through the 
ages.
This drive is an utterly emotional one, renoun- cing every abstract rule, following only the laws of 
man’s sensations , which instead of staying in one place, move from one place to another.
This impulse, belonging to a stationary society, gave life to extraordinary anthologies and col- 
lections of writers, who collected objects on their journeys, which – paraphrasing Bruce Chatwin 
had the ability to graft onto the soul, telling the soul then what it had to do.
The search ends in a encounter with enchant- ment. Indeed, it is with stupor that wonder beco- 
mes objective, it is this that brings pleasure.
And it is here that the desire to possess takes hold.
From this point of view, the Wunderkammer (cabinet of curiosities) could also be considered as 
a multiform metaphor: it is a cave, asylum, nest, house, cabin, individual and collective uncon- 
scious. In our case, the Wunderkammer is the game room, our passions naked, an encounter 
with the pleasure that takes place during a journey, or even quite simply observing the daily life 
that surrounds us.
When we come upon an object, in reality, we are called by the voice of its history, which would 
be recounted. The age in which it lived, the places where it was born, and the hands that once 
possessed it, so that its value is worth as much as its narrative energy is strong.
Called forth, we uncover wonder. Whoever tastes it enters into a state of grace, wishes to live it 
once more and to offer the sensation to others.
One wants to possess the marvelous object, only to find oneself possessed by it forever.
Literary traces concerning the topic of the Wunderkammer appear in 1908, with the pioneering 
study of the history of collecting by Julius Schlosser, who recounts the story of the Hapsburg col-

T he faun presents himself as a na-
ked and bearded male figure with 

his head tilted back, a full head of hair 
and his gaze turned towards the sky. He 
appears to hint at a dance step on tip-
toe with his left arm and leg stretched out 
and his right arm and leg flexed. Elemen-
ts such as the goat horns on his head and 
the presence of a tail suggest that he is a 
Faun, or better yet, a Satyr caught in the 
throes of Bacchic intoxication or religious 
ecstasy.

From a technical point of view, the de-
piction of the extremely sinuous muscu-
lature is masterful; the refined nature of 
the execution suggests that the work is 
attributable to a Hellenistic centre of pro-
duction, probably Alexandrian.



It is with regard to the wonder of the viewer who enters into a room that that the word Wunder- 
kammer gets its meaning. The combination of objects, which made one marvel (miror in Latin), 
denotes a rather vast 16th century practice of collecting that interested all of Europe, with its re- 
gional varities, some very different, like the tradition in Italy.
According to the interests of the owner, each Wunderkammer fulfilled the desire to create a 
small universe of encyclopaedic knowledge, displayed on shelves and in windows, the fruit of a 
selection among the naturalia coming from the natural world, ordered according to the four ele-
ments or three kingdoms, and artificialia (fashioned objects or, in any case, creations of culture), 
and finally, mirabilia, that is to say, the unusual, the monstrous, the magical, or the uncanny.
The distinction was never rigid, precisely because each object was enhanced by the meaning the 
context of the collection gave to it. In the more sophisticated Wunderkammer, objects from the 
mineral, vegetable, and animal worlds were intermingled with refined masterpieces of decorati-
ve and figurative art, metalsmithing, and even automata, all alongside exotic curiosities brought 
from the New World.
The objectives of the Wunderkammer were to awaken wonder and celebrate the power of its ow- 
ner, apart, of course, from satisfying the assembler’s will to collect. More than just a celebration 
of art, the Wunderkammer is also an auto-celebration of one’s own dynastic splendour. Wonder, 
the foundation of philosophy and knowledge for Plato and Aristotle, was the first solid cement of 
the walls of the Wunderkammer before they were furnished with the columns of science.

WHERE DID OUR SCULPTURES COME FROM? 

The Spirit of the artisan Gennaro Chiurazzi in the timeless beauty.
Each manufacture is obtained thanks to the lost wax investment casting technique (realized on 
casts of Chiurazzi Foundry which used Gre- ek and Roman originals casts preserved at the most 
famous Italian Museum, refined then by the hands of a master chaser.
The chance, unique in the history, to create casts from works of such important museums, gave 

lections, arguing that this phenomenon was restricted to the countries of northern Europe, even 
if its germs were in Italy. One of the most famous of the cabinets of curiosities, indeed, was that 
of Rudolph II of Hapsburg in Prague (1552-1612), emperor and renowned alchemist.
It is the greatest collection linked to the ideal undertaking of the Wunderkammer: to follow the 
laws of matter, the processes of the arts, and empirical knowledge from objects to systems.
If this is perhaps the greatest of the Wunderkammer, eclectic and perhaps also dispersive, curio- 
sity collections existed everywhere in Italy already before 1400: courtly studiolos, perhaps with 
a specific iconographic program in mind – one need only consider Federico da Montefeltro in 
Urbino or Isabella d’Este.



AN ANCIENT CRAFT TECHNIQUE 
OF NEAPOLITAN ARTISAN

The Chiurazzi Foundry had three types of coating: 
the one so called “Pompei”, dark green; the “Ercolano” 
one, dark and uniform brown; and the “Moderna” one, 
lighter brown mixed to green.
This last stage of manufacturing, as all the others, 
requires a long experience and the knowledge of a 
very complicated technique, passed on from wor-
ker to worker, from generation to generation, among 
Naples’s chasers working for and with Gennaro Chiu-
razzi, his sons and nephews.

the chance to the Chiurazzi Foundry to have a 
gallery of around 1.500 plaster casts of classical 
sculptures – from Doriforo to Discobolo, from Er-
cole Farnese to Laocoonte, from various Ve- nuses 
to imperial statues, from Hellenic busts discovered 
in Ercolano to every kind of objects
coming from Pompeii and so on –, Renaissance 
and modern (from Michelangelo’s Mosè to Cel- li-
ni’s Perseo, from Bernini’s masterpieces to Cano-
va’s).

HOW OUR SCULPTURE ARE MADE

The creative process of the bronzes is the same Egyptians and Chinese used already 4 thousand 
years ago: after having obtained a heat-resistant cast of the original manufacture, it is covered 
with a layer of silicone gum that takes the shape of the original. The wax model is closed in a 
mould, in which a system of casting canals and air valves is formed. Through heating, the wax 
melts and leaves space for cart bronze.

Once the bronzes get colder, and the mould is broken, they undergo a first sandblast. At this 
point, the artist starts to work with burins, files and chisels (in total a hundred of different instru-
ments) to refine and put on relief all the smallest particulars. The last step is coating.



SOLVE  ET  COAGULA . FUS ION:  MAGIC  ART

“Among all the arts, I do not know... of arts more noble than those which require fire... they propose 
once more the serried struggle between man and form. Their essential element, fire, is also their 
greatest enemy. It is an element of fearful precision”.

Paul Valery

Fire as a meeting point of nature and 
human artifice, taut in the mutual project 
of creating art.
The fusion of metals, via a series of ne- 
cessary rituals to which it was tied, was 
encircled by an aura of magic, which be- 
stowed an image of extraordinary power 
to the man who worked with metals.v 
With fusion, the melter has the potential 
to retransform an artistic object into raw 
material through an infinitely repeatable 
process; that grants him talents similar 
to those of nature that create and dissol- 
ve to recreate new forms.
From the ancient Egyptian priests and 
up to the Renaissance alchemists, it was 
believed that fire possessed the magi- 
cal power to transform metals into pure 
gold. And for this reason, the melting 
of metals continues to exude a certain 
charm.





Ro o m
Pompei's

OUR  SCULPTURE  COLLECT ION



T H E  D ANC I N G  FAUN

DATA SHEET
Material: bronze, lost wax casting 
Suitable for indoors and outdo- 
ors (on the outside it changes the 
colour of the patina to green) 
Dimension: Height 85 cm x Width 
35 cm x Depth 35 cm
Weight: 10 kg
The colour of the patina is obtai-
ned by heating the bronze over a 
fire and applying nitric acid and 
cop- per with a brush.
Produced in Italy
 € 2.800



STORY
Roman copy. This faun was dug up in Pompeii in 
1830 and acquired its fame almost instantly. Its find- 
spot was named after it — the House of the Faun.
Its completeness, small size, and the rarity 
ty of surviving bronzes made it a favouri-
te subject for re-production in the modest 
gardens and interiors of aspiring aesthetes.
Another feature attractive to the refined ta- 
stes of the nineteenth and twentieth centuries
was that the faun seemed to be joyous rather than 
drunk.



H E AD  FAUN

DATA SHEET
Material: bronze,
Dimension: Height 45 
cm x Width 18 cm x 
Depth 19cm
Weight: 8 kg
Produced in Italy
€ 2.000



P L AY I N G  PA N  P I P E S

STORY
Pan, the god, the dancer and incendiary, destroys the bounda- 
ries and other such matters forced upon us by the “safe-kee- 
pers” of society and art.
In the classical age the Greeks associated his name with the 
word pan meaning “all”. However its true origin lay in an old 
Arcadian word for rustic.
Pan was closely identified with several other rustic deities in- 
cluding Aristaeus, the shepherd-God of northern Greece who 
shared the god’s titles of Agreus (Hunter) and Nomios (She- 
pherd), the pipe-playing Phrygian satyr Marsyas who challen- 
ged Apollon to a musical contest, and Aigipan, the goat-fish 
god of the constellation Capricorn. Sometimes Pan was mul- 
tiplied into a host of Panes, or a triad of gods named Agreus, 
Nomios, and Phorbas.

DATA SHEET
Material: Bronze, lost wax casting 
Base: Bronze, lost wax casting
Dimension: Height 71 cm x Width 36 cm x Depth 24.5 cm
Base: 18 cm
Weight: 14 kg
Produced in Italy
€ 3.000



S I L E NO

STORY
Silenus was a deity of the forest and the foster father and loyal follower of the god Dionysus. 
When Dionysus was born from the thigh of Zeus, Hermes – the messenger of the gods – took 
the infant and gave it to Silenus or Seilenos, a minor forest god who loved getting drunk and 
making wine.
Artists enjoyed depicting Silenus drunk and held up by 
satyrs. Popular was also the depiction of Silenus as old 
and covered in hair. In that form, he was known as Pa- 
posilenus.
He was also said to have played a role in wine cultiva- 
tion, discovered honey, and invented the flute.

DATA SHEET
Material: bronze, lost wax casting
Dimensions: Height 62 cm x Wi-
dth. 28cm x Depth 26cm
Base: Height 5.5cm x Width. 26cm 
Weight: 8 Kg
€ 2.800
Handcrafted product



AT H EN A

STORY
Athena was the goddess of battle strategy, and wisdom. Identified in 
the Roman mythology as the goddess Minerva. She was always ac-
companied by her owl and the goddess of victory, Nike. Also known 
as Pallas Athena, she wore a breastplate made out of goatskin called 
the Aegis, which was given to her by her father, Zeus.

DATA SHEET
Material: bronze, lost wax casting
Dimensions: Height 98 cm x Width 
40cm x Depth 22 cm
Weight: 35 kg
Produced in Italy
€ 5.500



H E R CU L E S



STORY
Heracles was a divine hero in Greek mythology, the son of Zeus and Alcmene, and the foster 
son of Amphitryon. He was a great-grandson and half-brother (as they are both sired by the god 
Zeus) of Perseus. He was the greatest of the Greek heroes, a paragon of masculinity, the ancestor 
of royal clans who claimed to be Heracleidae (Ἡρακλεῖδαι), and a champion of the Olympian 
order against chthonic monsters. In Rome and the modern West, he is known as Hercules, with 
whom the later Roman emperors, in particular Commodus and Maximian, often identified them-
selves. The Romans adopted the Greek version of his life and works essentially unchanged, but 
added anecdotal detail of their own, some of it linking the hero with the geography of the Central 
Mediterranean. Details of his cult were adapted to Rome as well.

DATA SHEET
Material: bronze, lost wax 
casting
Dimensions: Height 76 cm 
x Width 57cm x Depth 16 cm
Weight: 25 kg
Produced in Italy
€ 4.500



S E N E C A

STORY
The Head of Seneca or Pseudo-Seneca bronze repro- 
duction of the Roman bust from the end of the 1st cen- 
tury BC, discovered in Herculaneum in 1754 and kept in 
the Archaeological Museum of Naples.
It is probably the portrait of Lucio Seneca the famous 
Roman philosopher of the first century. A.D Decorate 
your home with a classic Roman statue.

DATA SHEET
Material: bronze, with glass 
and marble eyes 
Dimensions: Height 50 cm 
x Width 35 cm 
Weight: 10 kg
Produced in Italy
€ 2.800



A P O L LO

STORY
Apollo is the Olympian god of the sun and light, music 
and poetry, healing and plagues, prophecy and know- 
ledge, order and beauty, archery and agriculture. An 
embodiment of the Hellenic ideal of kalokagathia, he is 
harmony, reason and moderation
personified, a perfect blend of 
physical superiority and moral 
virtue. A complex deity who
turns up in art and literatu- 
re possibly as often as Zeus 
himself, Apollo is the only 
major god who appears 

with the same name in both 
Greek and Roman mythology.

DATA SHEET
Material: bronze, lost wax casting
Dimensions: Height 76 cm x Width 57 cm x Depth 16 cm 
Weight: 25 kg
Produced in Italy
€ 3.200



P E N T H E S I L E A 
A N D  A C H I L L E S

STORY
Withdrawing from the fight, Ajax 
the Great was replaced by Achilles, 
with the leader of Myrmidons now 
facing Penthesilea.
In the most simple versions of the 
tale of Penthesilea, it took but one 
spear for Achilles to succeed whe- 
re Ajax has failed, for the spear of 
Achilles went through Penthesile- 
a’s armour, killing the Queen of the 
Amazons.

DATA SHEET
Material: bronze, lost wax casting
Dimensions: Height 78 cm x Width 55 cm x Depth 36 cm
Weight: 25 kg
€ 3.500, the sculpture



BUC R AN I UM

STORY
Mythological bronze statue, depicting 
the head of a man and bucranium, inspi-
red by the veneration of hunted or scari-
fied animals. On the one hand a young 
hunter, on the other the Bucranium, or ox 
skull, present in Roman monuments and 
in Greek sacred contexts. The bucranium 
was already used in Mesopotamian ce-
ramics of the fourth millennium BC. and 
in Egyptian funerary painting of the se-
cond millennium BC.

DATA SHEET
Material: bronze, lost wax casting
Dimensions: Height 48 cm x Width 23cm 
x Depth 24 cm 
Weight: 8 kg
€ 3.500





DATA SHEET
Material: Porcelain
Dimensions: Height 48 cm x Width 23 cm x 
Depth 24 cm
x Depth 24 cm 
Weight: 3 kg
Produced in Italy
€ 1.500



C EN TAU R I

STORY
The Furietti Centaurs (known as the Old Centaur and Young 
Centaur, or Older Centaur and Younger Centaur, when being 
treated separately) are a pair of Hellenistic or Roman grey-
black marble sculptures of centaurs based on Helleni- stic 
models. One is a mature, bearded centaur, with a pained 
expression, and the other is a young smiling centaur with 
his arm raised. The amorini are missing that once rode the 
backs of these centaurs, which are the outstanding exam- 
ples of a group of sculptures varying the motif.

DATA SHEET
Material: bronze, lost wax casting
Dimensions: Height 70 cm x Width 42cm x 
Depth 15 cm
Weight: 15 kg
The strongly contrasted moods were intended 
to remind the Roman viewer of the soul trou-
bled in pain with love or uplifted in joy, themes 
of Plato’s Phaedrus and Hellenistic poetry.
€ 7.000



RUNN E R

STORY
Bronze reproduction runner, produced with the 
technique of lost wax from a cast of the original, 
made at the beginning of the twentieth century by 
a historic foundry in Naples, the Chiurazzi foun- 
dry. It reproduces the statue placed at the Villa dei 
Papyri in Herculaneum, a copy of a Greek sculp- 
ture from the end of the 4th – beginning of the 
3rd century .C. Celebrate a winning athlete in one 
of the great Panhellenic games. Beautiful for your 
garden or home.

DATA SHEET
Material: bronze, lost wax casting
Color: dark brown
Size: Height 118 cm x Width 40 cm x 40 cm 
Weight: 25 kg
Produced in Italy
€ 14.000



A B DUC T I O N  O F  A  S A B I N E  WOMAN STORY
STORY
Abduction of a Sabine Woman (or Rape of the Sabine Women) is a large and complex marble 
statue by the Flemish sculptor and architect Giambologna (Johannes of Boulogne). It was com- 
pleted between 1579 and 1583 when Giambologna was a student at the prestigious Accade- mia 
delle Arti del Disegno, Rome, under the patronage of Cosimo I de’ Medici. Giambologna achieved 
widespread fame in his lifetime, and this work is widely considered his masterpiece. It has been 
in the Loggia dei Lanzi, Florence, since August 1582.
The statue is composed in the figura serpentina style. It depicts three nude figures: a young man 
in the center who has seemingly taken a woman from a despairing older man below him. It is 
ostensibly based on the rape of the Sabine Women incident from the early history of Rome when 
the city contained relatively few women, leading to their men committing a raptio (large-scale 
abduction; the word is rendered as rape in archaic or literary English) of young women from ne- 
arby towns and cities.
It was the first of Giambologna’s statues for Francesco de’ Medici of Tuscany, and is produced in 



the Mannerist style associated with the Italian High 
Renaissance. It consists of three full figures and was 
carved from a single block of white marble. It was not 
given a title until after it was completed. Giambolo-
gna was typically non-commit- tal about the subject 
matter of his work, and in this instance wanted to 
produce a large, monumental sculpture that would 
display his virtuosity. Around the time it was finished, 
and before Francesco had it installed at the Loggia 
dei Lanzi, Vincenzo Borghini suggested the title The 
Rape of the Sabines, and thus a bronze relief was 
added to the pedestal to link it with the Roman myth.

DATA SHEET
Material: bronze, lost wax casting
Dimensions: Dark marble
Dimensions: Height 81.5 cm x Width 33cm x Depth 33 cm
Weight: 27 kg
Produced in Italy
€ 4.500
 



DAV I D

STORY
David is a sculpture by Gian Lorenzo Bernini. The sculpture was one of many commissions to 
decorate the villa of Bernini’s patron Cardinal Scipione Borghese – where it still resides today, as 
part of the Galleria Borghese. It was completed in the course of seven mon-
ths from 1623 to 1624.
The subject of the work is the biblical David, about to throw the stone 
that will bring down Goliath, which will allow David to behead him. 
Compared to earlier works on the same theme (notably the David of 
Michelangelo), the sculpture broke new ground in its implied move- 
ment and its psychological intensity.
The sculpture shows a scene from the Old Testament First Book of 
Samuel. The Israelites are at war with the Philistines whose cham- 
pion, Goliath, has challenged the Israelite army to settle the con-
flict by single combat. The young shepherd David has just ta- 
ken up the challenge, and is about to slay Goliath with a stone 
from his sling:
When the Philistine [Goliath] arose and came and drew 
near to meet David, David ran quickly toward the battle 
line to meet the Philistine. And David put his hand in his 
bag and took out a stone and slung it and struck the 
Philistine on his forehead. The stone sank into his fo- 
rehead, and he fell on his face to the ground.
David’s clothing is typical of shepherd’s attire. At his 
feet lies the armour of Israel’s King, Saul, given to Da- 
vid for battle. The armour was shed, as David was unac- 
customed to it and he can fight better without. At his 
feet is his harp, often included as an iconographic device
of David in reference to David the Psalmist and being a 
talented harpist.
The sculpture relates to an unseen entity – in the form of Go-



liath, the object of David‘s aggression – as well as to the spectator, caught in 
the middle of the conflict. The warrior even literally oversteps the bounda- 
ries between life and art, putting his toes over the edge of the plinth. The 
conventions of the time, as well as space, were challenged. Instead of 
the serene constancy of, for example, Michelangelo’s David, Bernini 
has chosen to capture a fraction of time in the course of a continuous 

movement. Thus the latent energy that permeates Michelan-
gelo’s David is here in the process of being unleashed.

On an emotional level, Bernini’s sculptures were revolu- 
tionary for exploring a variety of extreme mental states, 
such as the anger seen here. David‘s face, frowning 
and biting his lower lip, is contorted in concentrated

aggression.

DATA SHEET
Material: bronze, lost wax casting
Color: dark brown
Size: Height 59 cm x Width 31 cm x 32 cm 
Weight: 21 kg
Produced in Italy
€ 3.000



T H E  R A P E  O F  E U RO PA

STORY
According to legend, Europa was a Pho- 
enician princess and descendent of the 
nymph Io. It is possible that she was the 
daughter of King Agenor of Tyre, though 
some versions of the myth claim Phoenix 
were her father. Her mother’s identity also 
remains a mystery, with some versions na-
ming Telephassa and others claiming Ar 
giope, while others say these two women 
are one in the same.
Regardless of her parentage, Europa was 
believed to have been a Phoenician prin- 
cess, living in an area occupied by present 
day Syria, Lebanon and Israel.
One day, Europa was frolicking and picking 
flowers by the Mediterranean Sea when 
Zeus - king of the Greek gods - spotted her 
and fell instantly in lust. He transformed into 
a gentle white bull and positioned himself 
in the meadow where Europa would surely 
find him. Naturally, she did. But, rather than 
being fearful of the large beast, she was 
struck by his calm and sweet demeanour 
and placed a garland of flowers around his 
horns.
She felt so comfortable with this bull that 
she even climbed upon its back, at which 
point, she was exactly where Zeus wanted 
her. Zeus, still disguised, ran toward the sea 



with the frightened girl clinging helplessly 
to his back. He dove into the water and 
transported Europa to the island of Crete, 
where he revealed his true form and forced 
her to be his lover.
Europa subsequently gave birth to three 
sons, Minos, Rhadamanthus and Sarpedon. 
Some legends also say that Zeus bestowed 
upon Europa four valuable gifts along with 
her three sons - a necklace forged by He- 
phaestus (the blacksmith god); the bronze 
man and protector of Crete named Talos; 
Laelaps, a hunting dog that always caught 
what it pursued; and a javelin that never 
missed its mark.
It is also believed that, once their relation- 
ship ended, Zeus created the constellation 
Taurus to commemorate their time together 
and his super clever disguise.
Europa went on to marry the king of Cre- 
te, who adopted her three half-divine sons. 
Her son Minos would become the famous 
Cretan king who demanded Athenian tri- 
bute to be paid in the form of sacrifices for 
his gruesome Minotaur - the half-man, hal-
f-bull creature that lived in the Labyrinth on 
Crete.

DATA SHEET
Material: Wax with internal plaster 
reinforcement
Dimensions: Height 30 cm x Width 28 
cm x 19 cm 
Produced in Italy
€ 2.200



A  R OMAN  G L A D I ATO R

STORY
A Roman gladiator was an ancient professional fighter who usually specialised with particular 
weapons and types of armour. They fought before the public in hugely popular organised games 
held in large purpose-built arenas throughout the Roman Empire from 105 BCE to 404 CE (offi- 
cial contests).
As fights were usually to the death, gladiators had a short life expectancy and so, although it was 
in some respects a glamorous profession, the majority of fighters were slaves, former slaves or 
condemned prisoners. Without doubt, gladiator spectacles were one of the most-watched forms 
of popular entertainment in the Roman world.



DATA SHEET
Material: Bronze, lost 
wax casting
Dimensions: Height 
60 cm x Width 30 cm
Produced in Italy
€ 4.500



P O LY PH EMUS

STORY
Polyphemus was the giant son of 
the god Poseidon and Thoosa in 
Greek mythology. He was one of 
the Cyclopes, having a single eye.

DATA SHEET
Material: Terracotta
Dimensions: Height 45 cm x Width 33 cm
Produced in Italy
€ 2.500





M A S T E R P I E C E S



L AG O  D ’AV E R NO
TH E  G AT E S  O F  H E L L

DATA SHEET
Material: Oil on canvas
Size: Height: 70 cm; Width: 120 cm
€ 6.000

LAGO D ’AVERNO 
THE GATES OF HELL
Painting Barbara Ross, 1990. 
Avernus was believed to be the entrance to 
the underworld, and is portrayed as such in 
the Aeneid of Virgil. According to tradition, all 
birds flying over the lake were destined to fall 
dead, hence the lake’s name was transferred 
to Greek Áornos‚ or “Birdless (lake)”. This was 
likely due to the toxic fumes that mouths of the 
crater gave off into the atmosphere. In later ti-
mes, the word was simply an alternate name 
for the underworld.



T H E S E US 
A N D 

T H E  M I N O TAU R

ARTWORK : THE CHIAROSCURO OF THE SOUL
The “dark side”, the underground world of psyche where the most 
primitive essence reigns, the most acute egoism, the most repres-
sed instinct, is felt.
The “I deprived of integrity” that our conscious mind rejects and 
that we plunge into the deepest abysses of our being lights up.

Carl Gustav Jung 

In a playful dialogue, light and shadow unite in an em-
brace. The soul rises on its chiaroscuro.

DATA SHEET
Material: Bronze, lost wax casting technique
Color: dark brown
Size: Height: 62 cm; 24,5 inches Width: 25 cm; 
9,85 inches Depth: 36 cm; 14.17 inches 
Weight: 29 kg; 63,93lb
€ 13.500



THE MYTH OF THE MINO-

TAUR
In Greek mythology, the Minotaur a 
bull and the body of a man or, as de- 
scribed by Roman poet Ovid, a being 
“part man and part bull”. He dwelt at 
the center of the Labyrinth, which was 
an elaborate maze-like construction  
designed by the architect Daedalus 
and his son Icarus, on the command of 
King Minos of Crete. The Minotaur was 
eventually killed by the Athenian hero 
Theseus.
The contest between Theseus and the 
Minotaur was frequently represented 
in Greek art. A Knossian didrachm 
exhibits on one side the Labyrinth, on 
the other the Minotaur surrounded by 
a semicircle of small balls, probably 
in- tended for stars; one of the mon-
ster’s names was Asterion or Asterius 
(“star”). Pasiphaë gave birth to Aste-
rius, who was called the Minotaur. He 
had the face of a bull, but the rest of 
him was human; and Minos, in com-
pliance with certain oracles, shut him 
up and guar- ded him in the Labyrinth.



GO LD EN  B O UGH T

STORY
Painting Massimo D’Orta.
In Roman mythology, the Golden Bough was a tree branch with golden leaves that enabled the 
Trojan hero Aeneas to travel through the underworld , or land of the dead, safely.
The bough was said to be sacred to Proserpina, the queen of the underworld.
The story of Aeneas and the Golden Bough is found in the Aeneid, the epic poem by the Roman 
poet Virgil.
Aeneas’s dead father, appears and tells Aeneas to visit the underworld, where he will learn what 
the future holds in store for people. First, however, Aeneas must find the oracle known as the 
Sibyl of Cumae who will lead him to the land of the dead.
Aeneas locates the oracle, who informs him that he cannot pass through the underworld safely 
without the Golden Bough. When Aeneas enters the forest to look for the sacred branch, two 
doves lead him to an oak tree that shelters the bough of shimmering golden leaves. Aeneas gets 
the Golden Bough and returns to the Sibyl of Cumae.
Together Aeneas and the Sibyl enter the underworld. With the Golden Bough in his possession, 
the hero is able to pass safely through the various dangers and obstacles there. At the deadly 
and magical river Acheron the boatman Charon sees the sacred bough and takes Aeneas and 
the Sibyl across the water to the kingdom of Hades .
There Aeneas finds the spirit of his father.

DATA SHEET
Material: Oil on canvas
Size: Height: 80 cm; Width: 120 cm
€ 6.000



DATA SHEET
Material: Photo on aluminum and acrilic
Size: Height: 120 cm; Width: 180 cm
€ 5.000

V E SU V I U S  ‘ S  N I G H T  E R U P T I O N



E R U P T I O N  O F  MON T E  V E SU V I U S

STORY
The gouache opens the world to the story of the perception of 
Neapolitan-ness. 
The art of reproducing the sky and the light of Naples in all its 
contrasts of colour and the blaze in the eruptions of Vesuvius is 
to consider the visual identity of the Grand Tour, which penetra-
ted the freshness of the gaze of those travellers who, for around 
eight years, travelled in order to “learn how to live”. 

“Pitloo stopped where he found pictorial inspiration: an effect of 
the light, a break in the clouds, a ray of sun, a darkening storm, 
a sunrise or sunset, a misty phenomenon, a gathering of figures, 
a tree, a street and everything that caught his artistic eye. These 
he translated truthfully, directly and with great haste onto his little 
pieces of paper”.

In addition to any practical reasons, some masters sensed, to 
varying degrees, that this technique was the most fitting for por-
traying an eruption’s ceremonial mystery.

DATA SHEET
Vesuvio’s Eruption 1771
cm 101 x 153 without frame
Artwork of Pierre Jacques Volaire 
Signed work
il Cavalier (Tolone, 1729 - Napoli, 1799)



DATA SHEET
Unknown Artist - XVIII sec.
Material: Oil on canvas
Size: Height: 25 cm; Width: 32 cm
€ 4.500



DATA SHEET
Unknown Artist - XVIII sec.
Material: Oil on canvas
Size: Height: 24 cm; Width: 16 cm
€ 3.800



T H E S E  B I Z A R R E  1 8 T H
C EN T U R Y  S C U L P T U R E S

STORY
In 1781, the sculptor Franz Xavier Messerschmidt (1736- 
83) cut a strange figure. A decade before, he had been 
an artist at the heart of Viennese high society.
The Character Heads, as they have come to be known, 
are now the core of what later genera-tions have seen 
as Messerschmidt’s genius. Busts with wildly distort- 
ted faces, the 49 surviving heads crafted from c. 1770 
through to Messerschmidt’s death are unlike any 
other sculptural group ever made. Some have their 
chins and necks pressing deeply down as if attemp- 
ting to withdraw between their collar bones; others 
crane up and out until the sinews tauten in lines of 
force that seem to stretch out beyond the slim section 
of body represented. All of them bear expressions as 
extreme as they are inscrutable: every wrinkle scribed 
with unnatural precision and depth to create an effect 
that is simultaneously hyper-realist and utterly unreal.

DATA SHEET
Material: bronze
Color: dark brown
Size: Height 50cm x Width 20 cm  x 20 cm 
Weight: 25 kg
€ 4.000



T H E  M A P

STORY
The map is considered to be a masterpie- 
ce of 18th century cartography.
The map, which is on a scale of 1:3.808, is 
formed by 35 copper plates engraved by 
Giuseppe Aloja, Gaetano Cacace, Pietro 
Campana and Francesco Lamarra, and 
covers an area from Capodimonte all the 
way to Bagnoli, Nisida and Portici. The 
engraving molds are kept in the National 
Museum of San Martino. The scientific ap- 
proach towards the map plan reflected the 
reformist and enlightened spirit of the time. 
It was the product of Giovanni Carafa’s in- 
tensive research, funded by the Neapoli- 
tan Senate. Carafa was the Duke of Noia

(1715-1768), a town on the outskirts of Bari currently named Noicattaro.He was also a lecturer 
of Optics and Mathematics at the University of Naples, and mineralogy, archaeology, and numi-
smatic researcher. After Carafa’s death, the map was completed by Giovanni Pignatelli, Prince of 
Monteroduni, and Niccolò Carletti, professor of Architecture and Mathematics at the University 
of Naples.
The map, recognised as an achievement in urban planning and design, showcases the most 
important monuments and locations in Naples. It has recently been revived in a way that makes 
its 35 plates and 580 notes more easily accessible.
In 1750 Giovanni Carafa wrote an enlightening letter which describes his plan for a map of Naples 
as a venture in which “the love for the country, the glory and art, made both for public benefit and 
private profit, unite”. He wrote that those who love their motherland wouldn’t be able to ignore 
how important that map was. His vision was exceptional: he even encouraged the development 
of a map of the ruins of Herculaneum, which had just been excavated. The hidden city went on 
to astonish Europe after its tunnels and remains were unearthed thanks to the accidental story  



of a florist named Enzechetta and his well, on Prince d’Elbouef ’s land. Giovanni felt like a lot still 
had to be done in Naples under Charles III, a time when the capital had expanded by one quarter, 
and therefore there was a need to map the new roads and buildings. He thought the city was still 
too chaotic, as on one hand it still lacked of a uniform sewage system and Piazza Mercato was 
a messy tangle, whilst great emphasis was being put on the development of the Hospice for the 
Poor (Albergo dei Poveri).
In 1750, Giovanni Carafa started observing Naples from above, from Posillipo to Portici, and 

decided to portray it. On top of his mathematical studies, he 
started carrying out research in natural science, mineralogy 
and geology. His residence housed a Wunderkammer whi-
ch star- ted with a collection of aquatic plants and seabed 
rocks to then become one of the world’s most interesting 
collections, even visited by the likes of Winckelmann during 
his stay in Naples.
In 1747 Giovanni had been summoned to join the king’s court 
after the army he’d built for the king stood out in the Battle of 
Velletri. Thereafter, his collection of wonders became rich in 
Greek and Latin epigraphs, paintings, prints, drawings, vases, 
medals and coins. His desire to draft a map of Naples reveals 
his enlightened spirit, and makes him one of the first ones to

argue the need for public order to be monitored by observing the city as a whole. However, the 
funds received for the project that he had proposed to Charles III didn’t match his travels /weren’t 
enough for his travels: the European main capitals’ intelligentsia, from Petersburg to London via 
Holland and France, welcomed him and were captivated by his ideas. Giovanni spent ten years 
studying, learning and sharing his knowledge. In 1760 he then involved Vanti to work on the relief, 
while professors Campana, Aloia and Lamarr were put in charge of the engravings. They wor- 
ked hard for eight long years, but the map of Naples and its surroundings wasn’t completed until 
1775, after Giovanni Carafa’s death. The outcome boasted 35 large sheets created by imprinting 
copper plates. The area from Capodimonte to Bagnoli, Nisida and Portici was represented on an 
11 square metres scale, halfway between an aesthetic ideal and topographic accuracy. The map 
of the duke of Noja is the most beautiful and complex map of Naples, an international masterpie- 
ce from the 18th century. 

Ask for the price





J U L I U S  W E I T Z N E R  P O R T R A I T  “ T O  M Y  N E PH EW ”

STORY
John Singer Sargent (January 12, 1856 - April 14, 1925) 
was an American expatriate artist, considered the “le- 
ading portrait painter of his generation” for his evoca- 
tions of Edwardian-era luxury.
He created roughly 900 oils paintings and more than
2.000 watercolours, as well as countless sketches and 
charcoal drawings.
Sargent’s best portraits reveal the individuality and per- 

sonnality of the sitters, his most ardent admirers think he is matched in this only by Velàzquez, 
who was one of Sargent’s great influences.
Sargent painted a series of three portraits of Robert Louis Stevenson. The second, Portrait of Ro- 
bert Louis Stevenson and his wife (1885) was one of the best known. He also completed portraits 
of two U.S presidents: Theodore Roosevelt and Woodrow Wilson.
Sargent is usually not thought of as an impressionist painter, but he sometimes used impressio- 
nistic techniques to great effect, and his Claude Monet Painting 
at the Edge of the Wood is rendered in his own version of the 
impressionist style.
In a time when the art is focused, in turn, on Impressionism, 
Fauvism and Cubism, Sargent practiced his own form of Reali- 
sm, which brillantly referenced Velàzquez, Van Dyck and Gain- 
sborough. His seemingly effortless facility for paraphrasing the 
masters in a contemporary fashion led to a stream of commis- 
sioned portraits of remarquable virtuosity.

DATA SHEET
John Singer Sargent, Julius Weitzner Portrait “To my Nephew”
Oil on canvas, cm 50 x 36, sec. XIX
Ask for the price



K ENN ED Y ’ S  C AM E LO T

DATA SHEET
Artist Montecristo

Material: Oil on aluminum
Size: Height: 120 cm; Width: 120 cm

€ 12.000

STORY
“Don’t let it be forgot, that once there was a spot, for one brief, 
shining moment that was known as Camelot. There’ll be great 
presidents again... but there will never be another Camelot.”

In the early 60s, even before his death, Kennedy symbolised 
power and glamour in a way that American presidents had not 
before. Both Kennedy and Jackie had come from wealthy, so- 
cialite families. They were both attractive and charismatic, and 
Kennedy was also a World War Two veteran.
Additionally, when he was elected, Kennedy became the se- 
cond-youngest president in history, aged 43, and the first Catho- 
lic president, making his election even more historic and feeding 
into the notion that his presidency would somehow be different. 
The couple’s early days in the White House reflected a new vi- 
sible level of glamour. The Kennedys went on trips via private 
jets to Palm Springs, attending and hosting lavish parties that 
boasted royalty and celebrity guests. Famously, these guests in- 
cluded members of the ‘Rat Pack’ such as Frank Sinatra, adding 
to the image of the Kennedys as young, fashionable, and fun.
In the hours, days, months and years following the assassination 
of her husband, Jackie Kennedy cultivated an enduring myth 
around her husband’s presidency. This myth was centred around 
one word, ‘Camelot,’ which came to encapsulate the youth, vita- 
lity and integrity of JFK and his administration.
These images explore the issue of how the potent, alluring ima-
ge of John Kennedy was constructed in order to create the Ca-
melot mythology that came to adorn Kennedy’s posthumous 
reputation.



DATA SHEET
Artist Montecristo
Material: Oil and acrilic 
on aluminum
Size: Height: 80 cm; Wi-
dth: 120 cm
€ 15.000

DATA SHEET
Artist Montecristo
Material: Oil on fine art photo
Size: Height: 70 cm; Width: 100 cm
€ 9.000


