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BISANZIO £ LORIENTE CRISTIAND NEL FONDO MONNERET
DE VILLARD DELLISTITUTO NAZIONALE DI ARCREOLOGIA
£ STORIA DELLARTE

Silvia Armando, Massimo Pomponi

UNA VITA DI STUDI

Osservare il percorso scientifico di Ugo Monneret de Villard attraverso la lente bizantina’
rappresenta una proficua occasione di slittamento dalle pili consuete prospettive. Riconosciuto a
livello internazionale come il padre degli studi di arte islamica in Italia ', Monneret ¢ in realta
figura poliedrica: ingegnere, architetto, archeologo, storico dell’arte, epigrafista, esploratore.
Ancorato saldamente — ma non esclusivamente — alla cultura artistica del cosiddetto ‘Oriente’
medievale, il suo profilo sfugge di fatto a qualsiasi etichetta o semplificazione storiografica e si
rifrange in una variegata miriade di interessi. E possibile esplorarli attraverso l'estesissima
produzione bibliografica, che conta piti di 270 scritti tra saggi, articoli e volumi.

Intrigante specchio degli interessi dello studioso ¢ altresi la biblioteca personale di Monneret —
340 volumi e 750 estratti — donata nel 1956 all'Istituto Nazionale di Archeologia e Storia
dell’Arte (INASA) di Roma®. Ancor piu significativa ¢ la messe di materiali d’archivio riguardante
I'attivita scientifica dello studioso: le note di lavoro (circa 23000 unita che includono taccuini,
appunti, disegni) sono conservate presso la Biblioteca Nazionale di Archeologia e Storia
dell’Arte (BiASA) di Roma, insieme a circa 700 carte relative alla corrispondenza®. Larchivio
fotografico, fulcro del presente contributo, si trova invece presso la Fototeca dell Istituto
Nazionale di Archeologia e Storia dell’Arte (INASA): esso consta di almeno 6000 fotografic a
stampa, ordinate alfabeticamente per toponimo, e quasi un centinaio di negativi’. Nel 1966 tutti
questi materiali furono donati all'Istituto Nazionale di Archeologia e Storia dellArte dai fratelli
di Monneret, mentre pitt di 1600 negativi su vetro ¢ pellicola furono depositati presso il
Gabinetto Fotografico Nazionale®.

Prima di esplorare il prezioso fondo fotografico dell'INAsA sulle tracce legate all*arte cristiana
d’Oriente’, e iz primis al mondo bizantino, ¢ opportuno ricordare — seppur brevemente — il
percorso dello studioso. Monneret nasce a Milano nel 1881, in un’Italia da poco unificata, ¢
morird a Roma nel 1954. Il suo tragitto scientifico si staglia su uno scenario di cambiamenti
storico-politici dirompenti, quali i due conflitti mondiali, I'ascesa e poi la caduta del regime
fascista, che inevitabilmente si riflettono sui suoi interessi di studio, sulle condizioni materiali,
cosi come sugli orientamenti metodologici e ideologici. Formatosi come ingegnere al Politecnico
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di Milano, e allievo di Camillo Boito, si avvicina all’arte e all'architettura fin dai primi anni del
Novecento. Non disdegna lattivita di progettista, ideando alcune centrali idroelettriche in
Ticino e Lombardia, caratterizzate da gusto neomedievale, suggestioni oltralpine e tocchi
orientaleggianti7. Siinteressa soprattutto di arte moderna e contemporanea, viaggia a Veneziaea
Vienna in occasione di congressi artistici ed esposizioni internazionali, mentre si appassiona alle
questioni topografiche urbanistiche della sua citta, e in particolare alle vicende del complesso del
S. Lorenzo, che offre a Monneret l'occasione di inserirsi nel grande dibattito “Orient oder Rom”
sulle origini — romane o orientali — della prima architettura medievale. Sara cosi che partira alla
volta della Dalmazia, poi della Grecia, raggiungendo anche molte localita del Medio Oriente.
Dal 1914 ¢ titolare del primo corso di Archeologia medioevale presso il Politecnico: risalgono a
questi anni lo studio archeologico dell'Tsola Comacina e numerose pubblicazioni dedicate
allarchitettura Lombarda e ai relativi ‘influssi’®. Sebbene un approccio filologico, ‘scientifico’ e
‘positivo’ connoti molti dei suoi primi studi storici e archeologici, ¢ una fascinazione romantica
per un oriente mistico, sensuale, ¢ popolato da principesse sepolte a condurre lo sguardo di
Monneret oltre il territorio nazionale”.

Il giovane Monneret frequenta il prestigioso circolo di arabisti della Biblioteca Ambrosiana™, e
dopo il primo conflitto mondiale sara chiamato a lavorare per conto dell'Ufficio Missioni
Scientifiche in Levante del Real Ministero degli Esteri, guidato da Roberto Paribeni'. Le
campagne archeologiche ¢ le ricerche storiche e artistiche si rivolgono dapprima all’Egitto
medievale, in parte al Medio Oriente, poi alla Nubia e al Sudan, infine all’Eritrea e all’Etiopia.
Esse si connettono in modo chiaro con le diverse fasi della storia del colonialismo italiano e
impegnano lo studioso per circa un ventennio. Il secondo conflitto mondiale segnera la fine delle
sue missioni all'estero, nonché il definitivo trasferimento da Milano a Roma. Gli ultimi decenni
sono dedicati al riordino e alla pubblicazione di materiali raccolti durante le missioni in Africa,
ma ¢ anche il momento di trarre le conclusioni a seguito di una vita di studi: emerge chiara una
visione dell“Oriente’ che, seppur ancora definito tale e osservato in una prospettiva di alterita, ¢
ormai scevro da visioni fantastiche, e anzi ancorato al dato storico e materiale, e alquanto
consapevole della complessita di tale categoria ™.

Obiettivo primario del presente contributo ¢ quello di intercettare nel fondo fotografico
dell'Istituto Nazionale di Archeologia e Storia dell’Arte una serie di nuclei coerenti, che, come
emergera, corrispondono a distinte fasi della carriera di Monneret. Attraverso di essi sara
possibile indagare e comprendere i metodi e i processi messi in atto dallo studioso, nonché
cogliere il grande potenziale documentario di un fondo rimasto fino ad ora nellombra.

I PRIMI VIAGGI: DALMAZIA, GRECIA, AMMAN E DIYARBAKIR?

Il primo viaggio del giovane Monneret ad essere chiaramente documentato, grazie alla
corrispondenza tra il giovane studioso e Corrado Ricci, ¢ quello condotto in Dalmazia nel luglio
1909 ", da connettersi alla volonta di studiare gli edifici a pianta centrale in relazione al S.
Lorenzo di Milano "“. Monneret mantiene tuttavia uno sguardo aperto su molteplici
testimonianze, che trova puntuale riscontro in alcuni resoconti pubblicati su “Rassegna d’Arte”,
dedicati all’arte romanica e riccamente illustrati "°. Molto poco di questi materiali ¢ tuttavia
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1. Arta (Grecia), chiesa della Panagia Parigoritissa. Roma, INAsA, Fondo Monneret, inv. nr. 65481

confluito nell’archivio fotografico, con l'eccezione di qualche riproduzione relativa alla Porta
Aurea e al Mausoleo di Diocleziano a Spalato.

Il viaggio in Grecia del 1912 dura due mesi ed ¢ invece testimoniato da ricca documentazione:
dalle lettere a Corrado Ricci ¢ possibile ricostruire il percorso quasi iniziatico di Monneret
attraverso ‘la Tessaglia, IAttica e la Morea ...” per giungere poi a Creta . Egli intende studiare i
monumenti bizantini “...dei secoli tra il IX ¢ il X11, per rilevare quali speciali influenze abbiano
avuto sulla sincrona architettura romanica d’Italia” . In una lettera ad Adolfo Venturi Monneret
dichiara di avere “uno scopo ben definito, quello di studiare i rapporti fra 'architettura e la
decorazione bizantina dei secoli X1-X11I e I'italiana” **. Lo accompagna nel viaggio il marchese
Antonio Meli Lupi di Soragna, che non manca di lamentarsi per la lentezza con la quale il
Monneret — a suo dire un ‘accumulatore’ di materiali piuttosto che uno storico — esamina i siti
visitati .

Il fondo fotografico contiene immagini di numerosi monumenti bizantini in varie localita della
Grecia, quali Arta (fig. 1), Dafni, Mistra, “Nauphia” (Nauplia), Skripu, Merbaka, ¢ anche di
Cipro. Le fotografie provengono in parte dalla ditta fotografica Alinari, altre dalla collezione
stabilita presso I'Ecole Pratique des Hautes Frudes da Gabriel Millet; altre ancora portano
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2. Micene (Grecia), il giovane Monneret posa sotto la Porta dei Leoni, foto Monneret de Villard, 1912.
Roma, INASA, Fondo Monneret, inv. nr. 68052
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3. Mistra (Grecia), chiesa della Pantanassa: scorcio delle absidi e del porticato (a); portico laterale (b), foto Monneret de
Villard. Roma, INASA, Fondo Monneret, inv. nrr. 68089 ¢ 68087

impresso il marchio di Camille Enlart, studioso quest’ultimo con cui Monneret intratteneva
scambi diretti. E plausibile pensare che molte di queste fotografie furono raccolte prima della
partenza, mentre altre furono scattate nel corso del viaggio: particolarmente suggestivo ¢ uno
scatto che ritrac Monneret sotto la Porta dei Leoni a Micene (fig. 2). Immagini del medesimo
formato, collocate su un raffinato supporto cartonato ruvido e provvisto di cornice in rilievo,
illustrano la visita al monastero della Pantanassa di Mistra (fig. 3aeb).

Considerevole spazio trovano poi i monumenti di Atene, per cui si conservano immagini di varia
provenienza relative a S. Teodoro, alla Panagia Kapnikarea, ¢ alla chiesa della Metamorfosi (o
della Trasfigurazione), che domina la citta dall’alto e sul cui sfondo si scorge il Partenone. Sono
altresi presenti materiali grafici e fotografici relativi ad Agios Eleftherios, con alcuni suggestivi
scatti ove si scorge la traccia circolare dell'obiettivo dellapparecchio fotografico (fig. 4). Vale la
pena rilevare in questo caso una apertura agli aspetti decorativi e agli elementi scultorei, che non
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4. Atene, chiesa di Agios Eleftherios (Piccola Metropoli), dettagli dell'apparato scultoreo esterno. Roma, INAsA, Fondo
Monneret, inv. nr. 65698

si riscontra negli altri casi, connotati invece da un interesse preponderante per l'architettura ™.
Un caso simile si trova a Salonicco: qui altre foto Millet — purtroppo molto ingiallite e sbiadite —
documentano edifici, ma anche arredi liturgici quali "'ambone proveniente da Agia Sophia e —
caso unico — alcuni mosaici della rotonda di S. Giorgio. Particolarmente affascinante ¢
I'immagine del culmine della volta, ancora ornata con calligrafia araba e coperta dalle scialbature
di epoca ottomana, da cui fanno tuttavia capolino le ghirlande a motivi vegetali pertinenti ai
mosaici bizantini (fig. 5).

Notizie meno precise ci giungono in merito ad altri viaggi intrapresi da Monneret in questi anni,
¢ tuttavia alcune foto suggeriscono che anche Amman sia stata meta dello studioso. Un laconico
biglietto firmato da Franz Cumont accompagna una foto Maison Bonfils*' con una veduta dei
resti della basilica di Amman e il ninfeo romano sullo sfondo: “T’ai retrouvé mes photos
d’Amman. Les voici. Bon voyage!” (fig. 6). Il faldone contiene numerose altre foto, pertinenti alla
campagna fotografica effettuata dal tedesco Hermann Thiersch nel 1903, come riportato nella
dicitura manoscritta in tedesco sul retro delle stesse (fig. 7) , forse da identificarsi proprio con i
materiali inviati a Monneret dallorientalista belga insieme agli auguri di buon viaggio.
L'immagine di un giovane uomo che siede tra le rovine della cosiddetta sala delle udienze del
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5. Salonicco, Rotonda di S. Giorgio, dettaglio della decorazione della cupola con mosaici bizantini e scialbature e
decorazioni di epoca ottomana, foto Hautes Erudes (Millet) Ar1. Roma, INASA, Fondo Monneret, inv. nr. 70252

palazzo Omayyade (fig. 8) fa invece parte della stessa serie di fotografie su supporto cartonato e
con cornice scattate da Monneret e da Antonio Meli Lupi di Soragna in Grecia, ma non ¢
purtroppo possibile identificarvi con certezza né l'uno né I'altro *. Infine, alcune immagini di
“Amida/Diyarbakir’, sono contrassegnate come “fot. Soragna”: si tratta di immagini del
complesso della Grande Moschea di Diyarbakir* (fig. 9), certamente ottenute da Monneret
grazie allamico, che attestano peraltro un precoce interesse per i monumenti musulmani del
Medio Oriente, ma non sono sufficienti per poter stabilire se e quando Monneret abbia visitato
questi luoghi.
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6. Amman, resti della basilica bizantina e del ninfeo romano,
foto Bonfils, accompagnata da biglictto autografo di Franz
Cumont. Roma, INASA, Fondo Monneret, inv. nr. 65324

7. Amman, cittadella, palazzo del governatore di eth omayyade,
dettaglio della sala delle udienze meridionale (a); verso con
nota manoscritta “Amman im Ostjordanland der
friitharab.[ische] Bau auf der Akropolis: Flachrelief nebenden
seitl.[ichen] Nischen. Photogr. von H. Tiersch 1903” (b), foto
H. Tiersch, 1903. Roma, INAsA, Fondo Monneret, inv. nr.
65350

8. Amman, cittadella, palazzo del governatore di et omayyade,
sala delle udienze meridionale (con giovane non meglio
identificato), foto Monneret de Villard, 1912 (2). Roma,
INASA, Fondo Monneret, inv. nr. 65334

9. Diyarbakir (Turchia), Grande Moschea, dettaglio del
porticato sulla corte, foto Soragna con nota manoscritta

2 o e —
“Amida (Diabekr) Fot. Soragna”. Roma, INASA, Fondo g "’a’ m ok ,./ %{ 0/
¢ . Jzﬂpfd_——'

Monneret, inv. nr. 65311
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10. Costantinopoli, “Palais de Hebdomone” (‘Tekfur Saray), foto Neue Photographische Gesellschaft. Roma, INasA, Fondo
Monneret, inv. nr. 66679

ARTE BIZANTINA IN ITALIA, ISTANBUL E GERUSALEMME

La conoscenza dei monumenti e dell’arte bizantina, approfondita personalmente grazie al
viaggio in Grecia, rappresenta una base imprescindibile di conoscenza, seppur non il fuoco di
interesse primario dello studioso. Il fondo Monneret conserva numerosi faldoni relativi a
monumenti e manufatti bizantini in Italia, da Ravenna e Bagnacavallo ad Aquileia e Torcello,
con materiali provenienti in gran parte dalle collezioni Alinari, Poppi, e Luigi ¢ Corrado Ricci,
immagini presumibilmente raccolte nel primo decennio del Novecento.

Monneret compie un viaggio a Istanbul nel 1921. “Costantinopoli” ¢ presente nell’archivio grazie
ad alcune foto e cartoline relative a Santa Sofia (interni dell'edificio, arredi liturgici e porte
bronzee) ¢ ai resti del palazzo di Hebdomon, attinenti a collezioni di fotografi stranieri quali
Neue Photographische Gesellschaft (fig. 10) e Sebah & Joaillier, ma anche alcune rare immagini
di manufatti in collezioni museali. Degna di nota infine la presenza di foto di un cimitero
islamico sul Bosforo, forse quello di Eyiip.

Sono inoltre da ricordare le immagini relative ai Luoghi Santi, Gerusalemme 77 primis, ma anche
Betlemme e Cafarnao, che confluirono puntualmente in pubblicazioni da datarsi tra la fine degli
anni Dieci e i primi anni Venti®. Significative sono anche alcune immagini della Cupola della
Catena sulla grande spianata di Gerusalemme (fig. 11), qualitativamente non eccelse, da
ricondursi tuttavia a scatti dello stesso Monneret*, che assurgono dunque a testimonianza
diretta di una sua visita alla Citta Santa altrimenti non documentata.
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LE MISSIONI IN EGITTO

Estendendo lo sguardo al cosiddetto — ¢ immenso — ‘Oriente cristiano’ il fondo fotografico si
rivela un patrimonio di inestimabile valore documentario. Gli anni Venti del Novecento segnano
per Monneret il momento della ‘svolta egiziana’: inviato al Cairo da Roberto Paribeni, nel 1922
ottiene dal Comité de conservation des monuments de I'art arabe (ente egiziano responsabile del
patrimonio monumentale copto e islamico) un incarico quinquennale per studiare i monumenti
copti dell’Egitto medievale”. Dal 1927 ¢ nominato dal Service des Antiquités de 'Egypte alla
direzione degli scavi dei monumenti cristiani in Egitto ™.

Non ¢ possibile elencare esaustivamente in questa sede le chiese e i monasteri copti per i quali
Monneret raccolse e soprattutto produsse materiali fotografici, ma ricorderemo almeno i suoi
studi condotti nel corso degli anni Venti a Deir el Abiad e Deir el Ahmar (i conventi bianco e

| '“ 10 FOTCERATICO NAZIONALE

ida 5 - Tel. 675.373

11. Gerusalemme, Cupola della Catena,
foto Monneret de Villard (recto e
verso) da negativo nr. 782, Gabinetto
Fotografico Nazionale. Roma, INASA,
Fondo Monneret, senza nr. inv.

345



SILVIA ARMANDO, MASSIMO POMPONI

12 Assuan (Egitto), monastero di S. Simeone (Deir Anba Hadra), foto missione Jacques de Morgan, 1893.
Roma, INASA, Fondo Monneret, inv. nr. 65507

13. Assuan, monastero di S. Simeone (Deir Anba Hadra), Ugo Monneret de Villard, Ferdinando Reggiori e altri
uomini non identificati in posa davanti ad un padiglione appena restaurato, foto Monneret de Villard, 1924 ca.
Roma, INASA, Fondo Monneret, inv. nr. 65489
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T

14. Sohag (Egitto), Convento Bianco (Deir el-Abiad), decorazione del catino absidale sud della chiesa, acquerello di Jean
Clédat, 1903, pertinente alla documentazione Monuments Coptes del Comité de conservation des monuments de l'art
arabe. Roma, Biblioteca di Archeologia e Storia dell’Arte, Archivio Monneret de Villard, Scatola 11 (?), Cartella A

rosso) presso Sohag, a Deir Anba Hadra (S. Simeone) presso Aswan®, ¢ ai monasteri del Wadi
Natrun, come Deir Anba BiSoi e Deir es Surian tra gli altri, Deir Abu Makar, Deir al Baramus ™.
Sia qui sufficiente l'esempio del monastero di S. Simeone, dove Monneret dirige le operazioni di
scavo e restauro a partire dal 1924 °": centinaia di fotografie — solo in parte edite — attestano in
dettaglio la missione archeologica, i metodi dello studioso, e costituiscono al contempo una
testimonianza unica sulla storia conservativa del monumento. In rari scatti ¢ possibile
identificare Monneret a sua volta intento a scattare fotografie, o il suo assistente Ferdinando
Reggiori™; sono inoltre presenti collage di immagini diverse — dei veri e propri foromontaggi —
finalizzati a ricostruire vedute d’insieme del complesso monumentale. In altri casi il confronto
con materiali risalenti a momenti diversi, presenti negli stessi faldoni ed evidentemente raccolti
da Monneret con fini di studio, permette di individuare diverse fasi della storia conservativa del
monumento, tra cui alcuni restauri condotti sotto la supervisione di Monneret. Si conservano ad
esempio fotografie scattate in occasione della missione effettuata da Jacques de Morgan nel 1893
(fig. 12), in concomitanza con un ambizioso progetto di studio sistematico e documentazione
dei monumenti copti, mai portato effettivamente a termine *: il padiglione ad arcate addossato
alla struttura principale del gas7, in rovina nelle foto ottocentesche, risulta reintegrato e
intonacato di fresco in alcune immagini risalenti alla missione diretta da Monneret, inclusa
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15. Sohag, Convento Rosso (Deir el-Ahmar), portale nord con uomo seduto sulla soglia (a); dettaglio dal verso:
“Deir el-Ahmar. Porte nord vue de lextérieur. 1912” (b), foto di provenienza non identificata.
Roma, INASA, Fondo Monneret, senza nr. inv.

16. Foto di un disegno con sezione longitudinale del monastero di Deir Anba Bisoi (Egitto), pertinente alla documentazione
Monuments Coptes del Comité de conservation des monuments de l'art arabe. Roma, INASA, Fondo Monneret, inv. nr. 65390
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quella in cui lo studioso posa insieme a Reggiori e ad altri uomini non indentificati proprio
davanti ad esso (fig. 13).

Scoperta forse ancor pit rilevante, effettuata dalle studiose Gertrud van Loon e Dobrochna
Zieliriska durante una ricognizione ai materiali conservati presso la BiASA, sono gli acquerelli
originali realizzati da Jean Clédat nel 1903, alcuni dei quali versano purtroppo in cattive
condizioni e necessiterebbero di un restauro urgente. Si tratta delle tavole originali relative non
solo al monastero di S. Simeone, ma anche al monastero di Qubbat al-Hawa presso Aswan e ai
monasteri bianco (Deir el Abiad, fig. 14) e rosso (Deir el Ahmar) di Sohag. Auspichiamo di
veder pubblicato al pitt presto e in modo sistematico questo prezioso ritrovamento, che integra i
gia noti fondi documentari relativi allo studioso*. L'insieme di foto, disegni e acquerelli
realizzati nel corso di campagne precedenti e conservati nell'archivio ¢ rivelatore del metodo di
lavoro di Monneret che, investito ufficialmente della missione di studio dei monumenti copti da
parte del Comité, non dovette incontrare difficolta nel procurarsi tali utili materiali. Le stesse
modalita e la stessa tipologia di documenti si riscontrano infatti nei faldoni relativi ad altri
monumenti: troviamo ad esempio per i conventi di Sohag una serie di fotografie datate al 1912
(come si evince dalle didascalie in francese riportate sul retro, fig. 15) sulla cui origine sarebbe
importante indagare; frequente ¢ anche la presenza di fotografie che illustrano sezioni e dettagli
di monumenti, contrassegnati dalla sigla “MC” — “Monuments Coptes” — e da ascriversi ancora
una volta ai lavori promossi dal Comité nei primi anni del Novecento ” (fig. 16).

NUBIA E AFRICA ORIENTALE: ARCHEOLOGIA E COLONIALISMO

Dal 1928 al 1934 Monneret si dedica allo studio dei monumenti romani, cristiani e protoislamici
della Nubia. Lo studio era finalizzato alla documentazione dei monumenti che sarebbero stati
sommersi a causa degli imminenti lavori di sopraelevazione della diga di Aswan. Oltre alle tante
e voluminose pubblicazioni scientifiche*, si puo qui ricordare il contributo riccamente illustrato
che Monneret redasse per la rivista del Touring Club Italiano nel 1936 7. Sebbene non sia
possibile in questa sede fornire indicazioni dettagliate sulla ricca documentazione presente nel
fondo fotografico e relativa a queste missioni, si possono comunque ricordare i grandi centri di
Philae e Meroe, oltre a numerosi esempi, forse meno noti ma rappresentativi, di monumenti
cristiani incastonati nei grandi monumenti faraonici, come il tempio di Amon-Ra a Beit el Wali
o lo Speos di Haremhab presso Abu Hodah (fig. 17), entrambi casi di continuita di utilizzo e
stratificazione millenaria che tanto dovettero attrarre Monneret.

Si ¢ sottolineato come il lungo periodo delle missioni in Africa sia connesso con le diverse fasi
del colonialismo italiano: dalla meta degli anni Trenta, in concomitanza con loccupazione
militare dell’area etiopica, Monneret inizi6 a pubblicare alcuni studi sull “Abissinia; dedicando
inoltre particolare attenzione al regno cristiano di Aksum, un tema con evidente valore
ideologico-propagandistico, suggellato anche dall'incarico — di cui Monneret fu direttamente
investito — di scegliere e far trasportare a Massaua la celebre stele che sarebbe giunta fino a Roma,
grottesca materializzazione del trionfo del nuovo impero fascista*. A onor del vero non si deve
dimenticare che negli stessi anni Monneret fu impegnato a promuovere lo studio dell’arte
islamica in Italia, non certo un tema prediletto dalla cosiddetta Scienza Ufficiale, operazione
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17. Abu Hodah (Egitto), Speos di Haremhab con decorazione pittorica cristiana (Vil secolo ca.),
foto Monneret de Villard, 1928-1934 ca. Roma, INASA, Fondo Monneret, inv. nr. 65027
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condotta infatti in collaborazione con eminenti figure anti-fasciste come Umberto Zanotti
Bianco e altri intellettuali avversi al regime come Giorgio Levi della Vida ™.

MONNERET DIETRO L’OBIETTIVO: FOTO PANORAMICHE, RACCONTI DI VIAGGIO E DI STUDIO

Sebbene relative a monumenti disparati, non possiamo qui omettere l'importante presenza,
nell'archivio fotografico, di una serie di fotografie panoramiche, scattate da Monneret nel corso
dei suoi viaggi: oltre al fascino del formato e delle vedute, sono presenti in molti scatti
monumenti nubiani, con immagini di Edfu (fig. 18), Philac e Meroe, ma si riconoscono anche
viste del Nilo, monasteri dell’area egiziana come ad esempio I'antichissimo Deir Anba Antonius
sul Mar Rosso, e perfino i cosiddetti castelli nel deserto, altra traccia preziosa e altrimenti
perduta degli itinerari percorsi dallo studioso finanche alla Grande Siria.

Il fondo fotografico comprende infine numerosi materiali relativi ad opere ed oggetti conservati
nei musei del mondo, da Parigi a Berlino, Il Cairo, Alessandria d’Egitto, New York, raccolti
verosimilmente nel corso dell’intera carriera dello studioso. Cosi come per gli altri nuclei sopra
brevemente menzionati, anche in questo caso uno studio pit approfondito e sistematico potra
rivelare informazioni utili a definire gli interessi prominenti dello studioso, a ricostruirne le
modalita di lavoro, e non ultimo a rendere noto e fruibile agli studiosi tale prezioso repertorio
documentario.

PERCORSI ILLUSTRATI: LARCHIVIO FOTOGRAFICO COME STRUMENTO DI COMPRENSIONE
E VALORIZZAZIONE

Se Monneret rappresenta, anche e soprattutto nei suoi aspetti pitt contradditori, una finestra sul
quadro politico ¢ culturale della prima meta del Novecento, l'archivio rispecchia in maniera
puntuale non solo i viaggi e le missioni, ma anche i metodi e in parte le vicissitudini,
restituendoci I'immagine di uno studioso meticoloso, capace di cogliere le opportunita,
certamente poliedrico. Emergono con particolare vigore le modalita di acquisizione e di impiego
dei materiali grafici e fotografici, spesso ottenuti da colleghi o provenienti da grandi campagne
di documentazione effettuate nei decenni precedenti: si configura cosi una rete di connessioni,
una traiettoria ramificata nello spazio e stratificata nel tempo, che ci restituisce dinamiche di
costruzione del sapere di grande rilevanza.

Larchivio ¢ strumento interno, capace letteralmente di illustrare percorsi scientifici e
storiografici poco o per nulla noti, ma ¢ al contempo serbatoio documentario dal grandissimo
potenziale, utile a servire prospettive esterne per tutti coloro che vogliano scovarvi e scavarvi
materiali relativi al mondo bizantino, a quello medievale islamico e cristiano zout court. Data tale
complessitd, solo un lavoro collettivo effettuato da diversi specialisti potrebbe vincere la sfida di
cogliere le specificita di un tanto variegato patrimonio documentario.

Il fondo Monneret ¢ solo in parte digitalizzato, e accessibile attraverso la pagina web

dell'Istituto *, tuttavia meriterebbe un lavoro di studio e una digitalizzazione integrale, basati su
standard internazionali e a partire da modelli virtuosi come il Centro di Documentazione di
Storia dell’Arte Bizantina-CDsAB della Sapienza®, il progetto Byzart*, o, per gli studi islamici, la
digitalizzazione degli archivi di eminenti studiosi come Ernst Herzfeld e K.A.C. Creswell ©,
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18. Edfu (Egitto), tempio di Horus, ‘grande pilone, foto Monneret de Villard, 1928-1934 ca. Roma, INAsA, Fondo
Monneret, inv. nr. 54231

19. Aksum (Egitto), Ugo Monneret de Villard, alcuni militari e membri della popolazione locale presso un villaggio con
rovine aksumite, foto Monneret de Villard, 1936-1937 (2), dettaglio. Roma, INASA, Fondo Monneret, inv. nr. 65109

studio che passi per una verifica delle localita e dei monumenti rappresentati — da associarsi
idealmente a una geolocalizzazione — e che includa pure un lavoro sistematico di datazione,
individuazione degli scatti di pertinenza dello studioso, nonché di identificazione delle altre
provenienze. D’altra parte sarebbe auspicabile che questo nucleo, per quanto ricco, fosse posto in
dialogo da un lato con la costellazione di materiali pertinenti allo studioso — non ultimi i pit di
1600 negativi depositati presso il MAFoS-ICCD, smembrati ma intrinsecamente connessi al fondo
dell'INASA — e dall’altro con le note di lavoro conservate alla BiASA, che come si ¢ detto possono
riservare grandi sorprese. La digitalizzazione di tutti questi materiali li renderebbe facilmente
accessibili, compiendo un importante atto di valorizzazione e divulgazione che auspichiamo
possa concretizzarsi presto. [SA]
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UGO MONNERET DE VILLARD E L'ISTITUTO NAZIONALE DI ARCHEOLOGIA E STORIA DELLUARTE

Come ¢ noto, I'Istituto Nazionale di Archeologia e Storia dell’Arte viene fondato ufficialmente il
27 ottobre 1918 per iniziativa di Corrado Ricci, gia Direttore Generale delle Antichita e Belle
Arti, con 'appoggio di Benedetto Croce, ministro della Pubblica Istruzione nel governo Giolitti.
La data di inaugurazione ¢ il 1922, allorché viene aperta al pubblico la sede in Palazzo Venezia,
con annessa la prima biblioteca italiana specializzata nelle ricerche in campo archeologico e
storico-artistico, quella che ¢ poi divenuta I'attuale BiasA. Nel volere di Ricci, la missione
dell'Istituto ¢ la formazione delle nuove generazioni di studiosi nelle due discipline, fornendo
loro gli strumenti di lavoro, i canali editoriali e i mezzi finanziari per perfezionare le proprie
ricerche, senza doversi rivolgere ad istituzioni straniere.

Fino al periodo della Seconda guerra mondiale — durante la Presidenza di Corrado Ricci, dal
1922 al 1934, e poi di Roberto Paribeni, dal 1934 al 1944 — I'Istituto assolve ad un ruolo
fondamentale nella storia della cultura italiana, diventando il centro di coordinamento della
ricerca nazionale. Questi anni si segnalano, tra Ialtro, per una florida produzione editoriale e per
I'attivita didattica e formativa. Risalgono a questo periodo anche la pubblicazione della Rivista
dell'Istituto di Archeologia e Storia dell’Arte (la R1ASA), che ancora oggi — a distanza di un secolo
— prosegue le pubblicazioni, e le numerose borse di studio, grazie alle quali nell'arco di molti
decenni si poterono formare generazioni di studiosi di grandissima levatura, impegnati sia
nell'attivith accademica che nella tutela del patrimonio culturale.

Di grande importanza ¢ anche il ruolo svolto dall'Istituto nella promozione di missioni di
ricerca all'estero. Tra gli archeologi sovvenzionati vi sono studiosi di grande rilievo, come
Margherita Guarducci e Luigi Pernier per gli scavi a Creta, Luigi Maria Ugolini per gli scavi in
Albania e a Malta trail 1927 e il 1931, Carlo Anti e Gilberto Bagnani per le indagini a Tebtunis
nel 1931. Nel 1933 anche Ugo Monneret riceve finanziamenti dall’Istituto per ricerche in Egitto e
nella Nubia, i cui risultati sono esposti pubblicamente in una delle conferenze annuali
organizzate dall'Istituto nel novembre dell'anno successivo con il titolo Lesplorazione della
Nubia medioevale. La scelta dell'argomento si giustifica con la fama che Monneret ha raggiunto
come eminente orientalista e per I'esperienza acquisita sul campo attraverso gli incarichi — gia
ricordati da Silvia Armando — conferitigli dal Ministero degli Esteri italiano e dal Service des
Antiquités egiziano per missioni archeologiche al Cairo e nella Nubia negli anni Venti e Trenta.
I rapporti tra Ugo Monneret e Corrado Ricci, fondatore e primo Presidente dell'Istituto di
Archeologia e Storia dellArte, risalgono, d’altra parte, ad una data antecedente il 1904, anno in
cui il primo pubblica, per i tipi dell’Istituto Italiano d’Arti Grafiche di Bergamo, il volume
Giorgione da Castelfranco, nella collana “Italia Artistica’, serie “Pittori, Scultori, Architetti”.

La collana ¢ diretta da Ricci. Lepistolario che lega i due studiosi dimostra rapporti frequenti e
diretti intrattenuti almeno fino al 1917, come evidenziato da Nora Lombardini nell'ambito del
materiale conservato presso la Biblioteca Classense di Ravenna*. Ma anche nell'ambito delle
attivita in cui muove i primi passi I'Istituto romano, Monneret svolge un proprio importante
ruolo. Nel fascicolo inaugurale del Bollettino del Reale Istituto di Archeologia e Storia dellArte,
edito nel 1922 in occasione dell'inizio delle attivita del nuovo ente, egli pubblica un primo Saggio
di una bibliografia dell arte cristiana in Egitto di 12 pagine, cosi motivandone le ragioni ideali:
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“Molteplicita di studi particolari e mancanza di studi d’assieme sull'argomento; disinteresse del
paese; dispersione fuori dell’Egitto di tanti monumenti, ecco forse alcune delle cause che
distolgono gli studiosi dall'argomento. Se ¢ in noi certo il desiderio, non ¢ la forza per
rimediarvi. Il redigere oggi unopera d’assieme sull’arte copta domanda mezzi che non sono
comunemente a disposizione degli studiosi: mezzi di tempo e di denari. Tutto ci6 che possiamo
fare ¢ di contribuire nel limite delle nostre forze a questopera futura.

Contribuirvi intanto, con un bilancio di quanto si ¢ scritto sull'argomento: ecco le ragioni di
questa bibliografia, o meglio di questo primo saggio bibliografico sull'archeologia cristiana
d’Egitto. Ho cercato di raccogliere in esso la notizia di quanto puo interessare la storia dellArte
cristiana nella valle del Nilo, non trascurando il ricordo di quei testi che pitt d’altri offrono
abbondanti notizie archeologiche. Ho indicato anche quei cataloghi di biblioteche che danno
notizie su riproduzioni di miniature, e quei cataloghi di musei ove l'arte copta ¢ largamente
rappresentata. Ho trascurato invece quei manuali fondamentali (Dalton, Diehl, Leclerq, ecc.)
che si presumono noti agli studiosi.

Il lavoro ¢ certamente imperfetto: oltre alle manchevolezze che sono insite in ogni pubblicazione
bibliografica, molte ve se ne aggiungeranno certo di cui la mia insufficienza sara 'unica causa.
Percio mi rivolgo a tutti gli studiosi che avranno occasione di consultarla perché mi segnalino
errori e deficienze, a preparazione di una seconda e meno incompleta edizione” .

Un tema, quello dei saggi bibliografici, la cui importanza per la ricerca scientifica Monneret
sosterra fortemente anche negli anni a venire, quando verra chiamato a far parte della Direzione
dell’Istituto. Si deve attendere infatti il termine della Seconda guerra mondiale perché lo
studioso (che nel frattempo assolve ad alcuni incarichi istituzionali in qualita di Commissario ¢
poi di Presidente dellAccademia di Belle Arti di Roma dal 1944 al 1946) torni in contatto con il
nostro Istituto, che nel mentre ha mutato la propria denominazione da “Reale” a “Nazionale”, in
ottemperanza al cambiamento di sistema politico. Nel 1947, sotto la presidenza di Pietro Toesca,
Monneret entra a far parte del Consiglio Direttivo, insieme a Lionello Venturi, Ranuccio
Bianchi Bandinelli, Giuseppe Fiocco, Bartolomeo Nogara, Domenico Mustilli, Giuseppe Lugli e
Valerio Mariani“.

In questi anni di attivita Monneret si impegna su temi che appaiono nodali per la vita
dell'Istituto. Iz primis la riforma dello Statuto risalente al 1928 ¢ il suo rinnovato assetto alla luce
della riorganizzazione degli enti pubblici (la questione impegnera gli organi dell'Istituto per
oltre quarant’anni e sara causa del successivo commissariamento). Proprio in merito agli articoli
statutari relativi alle missioni e agli scavi che potranno essere intrapresi per incarico dell’Istituto,
egli sostiene a pit riprese la necessita di favorire quanto prima la pubblicazione delle moltissime
campagne di scavo archeologico rimaste inedite e delle bibliografie, considerando il loro alto
valore come ausilio alla ricerca scientifica. Lorganizzazione della Biblioteca (di cui si profila gia il
distacco dall'Istituto e l'affiliazione diretta al Ministero della Pubblica Istruzione), la formazione
del personale e le campagne di acquisti sono gli altri temi per i quali Monneret ribadisce il valore
delle scelte fondative operate da Corrado Ricci: la vocazione specialistica della Biblioteca sotto la
tutela scientifica della Presidenza dell'Istituto, quale strumento per favorire in autonomia il
progresso degli studi nel settore archeologico e storico-artistico.
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Eun segno chiaro e forte, quello che traspare dalle pagine dei verbali delle sedute del Consiglio
Direttivo conservate nellArchivio Storico INASA: vi si coglie la lucidita di pensiero e la lunga

esperienza dello studioso. La sua presenza alle sedute del Consiglio ¢ costante fino al 1948, poi si

affievolisce, forse per cause di salute, e viene meno nel 1954, anno della morte.

Silvia Armando ha gia ricordato come nel 1955 i fratelli Adolfo ed Emma Monneret donarono
all'Istituto un primo lotto di materiali di lavoro di Ugo, ovvero l'intera collezione libraria e la

raccolta fotografica, cui poi si aggiunse nel 1966 il carteggio e I'archivio di studio. Si poté

ampliare in questo modo il gia ingente patrimonio dell'Istituto, che successivi accordi con il
Ministero per i Beni e le Attivitd Culturali hanno permesso di rendere di pubblica fruizione

grazie al deposito presso la BiasA e presso '1CCD. L'interesse del fondo ¢ infatti enorme,

considerando anche la presenza di molto materiale inedito e, per quanto riguarda in particolare

il materiale fotografico, la vastita di documentazione. L'Istituto Nazionale di Archeologia e
Storia dell’Arte auspica di completarne lo studio e la digitalizzazione e di destinarlo nel suo

complesso alla pubblica consultazione, in un futuro che ci auguriamo assai prossimo.

NOTE

Desidero esprimere la mia gratitudine a Massimo Pomponi,
responsabile dei fondi fotografici dell Istituto Nazionale di
Archeologia e Storia dell’Arte, per la costante disponibilita
e per 'accoglienza presso FINASA: grazie a lui ¢ stato
possibile tornare periodicamente ad esplorare ¢ a ‘scavare’ il
fondo fotografico Monneret. Il suo interesse, la sua
competenza e la sua collaborazione sono stati elementi
fondamentali per poter condurre le mie ricerche in
condizioni ottimali. I miei sinceri ringraziamenti vanno
anche ad Antonio Jacobini e a Livia Bevilacqua per I'invito
a partecipare alle giornate di studio Forografare Bisanzio.
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Biblioteca di Archeologia e Storia dellArte (BiASA) e sono
contraddistinti dalla segnatura “Dono Monneret”: 4
proposito del dono della biblioteca personale di Monneret
all'Istituro di Archeologia e Storia dellArte di Roma, in
“Accademie e Biblioteche d'Italia’, 24 (1956), p. 80. Si veda
inoltre
hetp://www.archeologica.librari.beniculturali.it/index.php
?it/169/fondo-ugo-monneret (11 dicembre 2001).

A questi materiali si aggiunge una vera e propria
costellazione di lettere e altri documenti, rinvenuti in aleri
archivi sia in Italia che all'estero durante le ricerche da me
condotte grazie al supporto di Borsa di Studio Fondazione
per IArte della Compagnia di San Paolo-INHA, Prix Marc
de Montalembert e Italian Post-Doctoral Fellowship in the
Humanities-American Academy in Rome. Con l'auspicio di
poter pubblicare sistematicamente tali materiali in un
futuro prossimo, rinvio intanto a S. Armando, Ugo
Monneret de Villard et la découverte de ['Oriente entre Croce
et Strzygowski, in Le Caire dessiné et photographié an XIX¢
siécle, éd. par M. Volait, Paris 2013, pp. 361-392.

*F. Zannoni, I/ carteggio ¢ larchivio di studio di Ugo
Monneret de Villard nella Biblioteca di archeologia e storia
dellarte di Roma, in Leredita di Monneret de Villard, pp. 15-
21. La maggior parte dei documenti sono datati tra il 1922 ¢
il 1966, e includono materiali relativi al riordino del fondo
avvenuto dopo la morte dello studioso. La corrispondenza
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data per lo piti agli anni 1937-1954. La descrizione dei
documenti relativi al carteggio ¢ accessibile tramite il sito
Manus Online: hteps://manus.iccu.sbn.it/opac_Scheda
Scheda.php?ID=86523;
https://manus.iccu.sbn.it/opac_SchedaScheda.php?ID=8
6530 (11 dicembre 2021).

* Per ulteriori informazioni: https://www.inasaroma.org/
patrimonio/fototeca/fondo-monneret/ (11 dicembre 2021).
Esiste un inventario cartaceo manoscritto dei positivi
fotografici, con indicazione del luogo/manufatto
fotografato e numerazione inventariale da 65000 a 7098s,
oltre a una base dati in formato Excel con integrazioni
all'inventario cartaceo. Nel presente contributo si fa
riferimento a tale inventario per la traslitterazione dei nomi
di luogo, cosi da agevolare ogni eventuale futura ricerca
allinterno del fondo dei materiali qui menzionati. Tale
catalogazione dovra costituire riferimento essenziale anche
per quanto riguarda il nr. di inventario delle fotografie.

¢ Conservati presso il Museo Archivio di Fotografia Storica
(MAFOS) di Roma, questi ultimi meriteranno in futuro
uno studio dedicato.

7 Si tratta in particolare delle centrali idroelettriche della
Biaschina (Canton Ticino, 1906) e di Varzo (1910): A.
Piccinelli, Alle origini del Novecento: arte, architettura e citta
nellopera di Monneret de Villard (1903-1921), Tesi di laurea,
Istituto Universitario di Architettura, Venezia, a.a. 1985-
1986, pp. 69-80. Ringrazio 'autore per aver condiviso il suo
inedito studio con me. Si veda anche O. Selvafolta, Ugo
Monneret de Villard e gli scritti di architettura moderna, in
Leredita di Monneret de Villard, p. 144.

* Piccinelli, Alle origini del Novecento; A. Augenti, Per una
storia dellarcheologia medievale italiana: Ugo Monneret de
Villard, in “Archeologia Medievale”, 18, 2001, pp. 7-243
Leredita di Monneret de Villard, passim; S. Armando, s..
Monneret de Villard, Ugo, in Dizionario Biografico degli
Italiani, LXXV, Roma 2011, pp. 698-701.

? Armando, Ugo Monneret de Villard (1881-1954), p. 37;
Ead., Ugo Monneret de Villard et la découverte de [ Oriente.

' La Biblioteca Ambrosiana conserva numerose lettere e
note inviate da Monneret ad Achille Ratti, futuro papa Pio
XI, e a Tommaso Gallarati Scotti e Alessandro Casati, due
giovani membri dell’aristocrazia milanese, v. Armando, Ugo
Monneret de Villard (1881-1954), ntt. 22-2 4. Possibili
connessioni tra Monneret e I'arabista Eugenio Griffini sono
suggerite in M.G. Sandri, Monneret de Villard nellarchivio
del Politecnico, in Leredita di Monneret de Villard, p. 12, nt.
27.

" U. Monneret de Villard, La Missione Archeologica Italiana
in Egitto, 1921-28, in “Oriente Moderno”, 8, 1928, pp. 268-
2773 M. Petricioli, Archeologia e Mare Nostrum. Le missioni
archeologiche nella politica mediterranea dell’Ttalia
1898/1943, Roma 1990, ad indicem. Roberto Paribeni fu
coordinatore di tutte le missioni scientifiche all’estero dal
1919 al 1943 (cfr. ibid., pp. 417). Si vedano inoltre R.
Paribeni, ltalia e Africa mediterranea, Firenze 1942 ¢ G.
Pugliese Carratelli, L. de Lachenal, A. Paribeni, R. Paribeni,
Tra archeologia e tutela. Roberto Paribeni, profilo di un
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direttore generale, in “Bollettino d'arte”, 139, 2007, pp. 3-16.

" Per alcune brevi riflessioni sulla concezione di ‘Oriente’ di
Monneret de Villard, anche in relazione alla prospettiva di
stabilire una cattedra di Storia dell’arte dell’Oriente
medioevale: S. Armando, Ugo Monneret de Villard (1881-
1954), in part. pp. 45-46 e ntt. 108-113. Dagli scritti di
Monneret emerge chiaramente I'idea che lo studio dell’arte
‘orientale’ deve includere fenomeni legati al mondo sia
cristiano che islamico, considerandone le continue
interazioni. Se cid sembra denotare un’apertura che
travalica i confini religiosi, la scelta di unire mondo
cristiano e islamico puo essere egualmente interpretata
come una visione monolitica, dunque pienamente
‘orientalista’ e colonialista, di fenomeni artistici recepiti
come ‘altri’ rispetto a quelli occidentali. Inoltre lo studioso
si interessa di fatto quasi esclusivamente del periodo
medievale, aderendo cosi alla generalizzata tendenza della
sua epoca di considerare per I*Oriente’ un passato glorioso
e degno di attenzione, da contrapporsi pitt 0 meno
esplicitamente ad una decadenza — ¢ ad una conseguente
inferiorita culturale — dei tempi moderni.

13 Nella lettera inviata da Monneret a Corrado Ricci, datata
4 luglio 1909, il giovane studioso, che si accinge a partire
“per alcuni mesi’, fa richiesta di alcune lettere di
presentazione per accedere ai musei di Zara e Spalato; cfr.
N. Lombardini, Carteggio Corrado Ricci-Ugo Monneret de
Villard (1904-1917), in Leredita di Monneret de Villard, pp.
23-32 € in part. p. 26.

' U. Monneret de Villard, I/ Palazzo di Costantino e di
Giustiniano, in “Il Monitore Tecnico’, 16, 1901, pp. 530-531;
Id., Studi sullarte di costruire le citta. Spalato, in “1l
Monitore Tecnico”, 19, 1913, pp. 428-430.

"5 U. Monneret de Villard, Larchitettura romanica in
Dalmazia a cura della “Rassegna dArte”, Milano 19105
Larchitettura romanica in Dalmazia, in “Rassegna d’Arte”,
10, 1910, PP. 90-94; 107-114; 128-130.

' Lombardini, Carteggio Corrado Ricci-Ugo Monneret de
Villard, pp. 27-28.

"7 Ibid., p. 27, lettera datata 30 marzo 1912.

" La lettera ¢ datata 22 maggio 1912 ¢ fu redatta da
Monneret dopo essersi imbarcato a Corfir. Il carteggio di
Adolfo Venturi ¢ conservato presso le Collezioni Speciali
della Biblioteca della Scuola Normale Superiore di Pisa;
una copia della lettera mi fu cortesemente inviata dalla
Dott.ssa Sandra Di Majo, direttrice della suddetta
Biblioteca, ai tempi della mia tesi di laurea (2005-2006).
Si veda anche Adolfo Venturi. Introduzione al Carteggio,
1876-1908, a cura di G. Agosti, Pisa 1990; Id., Elenco dei
corrispondenti, Pisa 1991; Introduzione al Carteggio, 1909-
1941, a curadi Id., Pisa 1992.

" E il marchese Antonio Meli Lupi di Soragna, che narra le
vicende del viaggio in una lettera al comune amico
Alessandro Casati: si veda ancora Lombardini, Carteggio
Corrado Ricci-Ugo Monneret de Villard, nt. 28, p. 27. Sono
inoltre molto grata a Raimondo Meli Lupi di Soragna,
nipote di Antonio, per il proficuo scambio di prospettive e
per avermi inviato informazioni riguardanti alcuni membri
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della sua famiglia e alcune fotografie relative ad Antonio.
Mi si segnala inoltre un volume di prossima pubblicazione a
firma di Ercole Camurani, Anronio Meli Lupi di Soragna
Tarasconi — [Ambasciatore che firmo la pace con gli Alleati
(edizioni Mattioli).

* Linteresse preminente per gli aspetti architettonici e
planimetrici ¢ confermata nel breve testo Inedita Byzantina,
in “Il Monitore Tecnico’, 18, 10 agosto 1912, pp. 431-434,
pubblicato subito dopo il rientro dal viaggio.

*' A proposito della Maison Bonfils, attiva tra Beirut e Il
Cairo tra la seconda meta dell’Ottocento ¢ i primi del
Novecento: C.E.S. Gavin, Bonfils and the Early
Photography of the Near East, in “Harvard Library Bulletin”,
26,1978, 4, pp. 460-461; D.M. Haller, In Arab lands: the
Bonfils Collection of the University of Pennsylvania Museum,
Cairo 2000; La Maison Bonfils: une aventure
photographique entre Cévennes et Moyen-Orient, catalogue
de Iexhibition, éd. par L. Cousin (Ales, Musée du
Colombier, 18 settembre 2020-3 gennaio 2021), Paris 2020.

2 H. Thiersch, G. Hélscher, Reise durch Phinizien und
Palistina, in “Mitteilungen der deutschen Orient-
Gesellschaft”, 1904, pp. 1-25. Su Tiersch: K. Fittschen, Von
Wieseler bis Thiersch. Hundert Jahre Klassische Archiologie
in Gottingen, in Die Klassische Altertumswissenschaft an der
Georg-August-Universitit Gottingen, hrsg. von CJ.
Classen, Gottingen 1989, pp. 78-97. Sono molto grata al
dott. Giuseppe Labisi per avermi aiutato ad identificare il
nome di H. Tiersch e per avermi fornito preziose
indicazioni sui monumenti di Amman; ringrazio inoltre
Sebastian Hierl e Kristine lara per l'aiuto offertomi nel
'decifrare’ la nota manoscritta in figura 7b.

?* Nel fondo Monneret presso 'INASA si conservano
alcune altre foto di analogo formato, tra cui ad esempio una
raffigurante 'arco monumentale del celebre palazzo di
Cresifonte (Fondo Monneret inv. 66602): una ricognizione
sistematica di questi scatti potra verosimilmente rivelare
preziose informazioni relative ai viaggi di Monneret e altri
giovani amici.

**M. van Berchem, J. Strzygowski, G.M.L. Bell, Amida:
matériaux pour [épigraphie et Ubistoire musulmanes du
Diyar-Bekr, Heidclbcrg 1910, pp. 310-323. Come suggerito
da Raimondo Meli Lupi di Soragna, una possibilita ¢ che
tali immagini provengano da Guido Maria, zio di Antonio,
grande viaggiatore e console in Macedonia e a Il Cairo nei
primissimi anni del Novecento. A proposito di Guido
Maria Meli Lupi di Soragna si veda Enciclopedia storico-
nobiliare italiana: famiglie nobili e titolate viventi
riconosciute dal R. governo d'Italia compresi: citta, comunita,
mense vescovili, abazie, parrocchie ed enti nobili e titolati
riconosciuti, a cura di V. Spreti, IV, 1931, p. s42; B. Colombi,
Soragna: feudo e comune, Parma 1986, pp. 368-369.

» U. Monneret de Villard, Gerusalemme e i luoghi Santi,
Milano 1918; Id., Gli scavi di Capharnaum, in “Vita e
Pensiero, Rassegna italiana di cultura’, n.s., 10, 1924, 15, pp.
82-84.

* L'immagine riporta sul retro un timbro del Gabinetto
Fotografico Nazionale, che permette di ricondurla alla serie

di fotografie sviluppate a partire dai negativi di Monneret
de Villard, ora depositati presso il Museo Archivio di
Fotografia Storica (MAFoS) di Roma. Ringrazio Massimo
Pomponi per l'utile chiarimento.

*"Tra le principali pubblicazioni: U. Monneret de Villard,
Saggio di una bibliografa dell arte cristiana in Egitto, in
“Bollettino del R. Istituto di Archeologia e Storia dell’Arte”,
1, 1922, pp. 20-32; Id., La chiesa di Santa Barbara al Vecchio
Cairo illustrata da A. Patricolo e da U. M. de V., Firenze
1922; Id., La scultura ad Abnis. Note sullvorigine dellarte
copta, Milano 1923.

* Petricioli, Archeologia e Mare Nostrum, p. 261.

* U. Monneret de Villard, Les couvents prés de Sohag (Deyr
el-Abiad et Deyr el-Abmar). Ouvrage publié sous les auspices
du Comité de conservation des monuments de lart arabe,
Milano 1925-1926; M.A. Crippa, Monneret de Villard e le
basiliche triconche dell’Egitto cristiano, in Leredita di
Monneret de Villard, pp. 67-76. U. Monneret de Villard,

1l Monastero di S. Simeone presso Aswin, 1, descrizione
archeologica, Milano 1927; U. Monneret de Villard,
Description générale du monastére de S™. Siméon 4 Aswin.
Ouvrage hors commerce publié sous les auspices du Comité de
conservation des monuments de [art arabe, Milan 1927.

*U. Monneret de Villard, Les églises du monastére des
Syriens au Wadi en-Natrun. Ouvrage publié sous les auspices
du Comité de conservation des monuments de lart arabe,
Milano 1928; Id., Deyr el-Muhbarragah. Note archeologiche,
Milano 1928.

' Nel 192 4 Pierre Lacau, direttore del Service des
Antiquités, offre a Monneret la direzione dei lavori del
monumento, Petricioli, Archeologia e Mare Nostrum, pp.
255 € 262.

? Ferdinando Reggiori, un ex allievo del Politecnico di
Milano, aiuta Monneret “per due volte soltanto ¢ per pochi
mesi” nelle operazioni di rilievo di S. Simeone (cfr.

Monneret de Villard, La Missione Archeologica, p. 271).

* Ringrazio Gertrud Van Loon per queste preziose
informazioni. La studiosa mi ha inoltre fornito utili
consigli in fase di revisione del testo, e per questo la
ringrazio.

*E. Gaillard, Les archives de [¢gyptologue Jean Clédat
retrouvées, in “La Revue du Louvre et des musées de France”,
3, 1988, pp. 195-202; .M. Rosenstichl, L’Egypte en Périgord.:
dans les pas de Jean Clédel: catalogue raisonné de lexposition
(Musée du Périgord, 16 mai-15 septembre 1991), Paris 1991
(Cahier de la Bibliotheque Copte, 7); infine C. Meurice,
Jean Clédat en Egypte et en Nubie 1900-1914, 11 Cairo 2014
(Institut Francais d’Archéologie Orientale, BdE, 158).

* Materiali analoghi si trovano nei faldoni relativi a Deir
Anba Bishoi, Deir Abu Makar, e Deir es-Surian.

* Si tratta della maggior parte delle pubblicazioni datate tra
il 1929 ¢ il 1937, cfr. Armando, Ugo Monneret de Villard
(1881-1954), pp- 56-57.

7 U. Monneret de Villard, Da Philae a Meroe sulle tracce
della civilta nubiana, in “Le Vie d’Italia e del Mondo”, 4,
1936, pp. 1063-1083.
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*1d., Aksum. Ricerche di ropografia generale, Roma 1938
(“Analecta Orientalia”, Commentationes scientificae de
rebus Orientis antiqui, 16), in particolare p. V per quanto
riguarda il trasporto della stele. Si veda anche Zannoni, I/
carteggio e larchivio di studio, pp. 17-18; Armando, Ugo
Monneret de Villard et la découverte de ['Oriente, pp. 379-
380; L. Acquarelli, Sua altezza imperiale: [obelisco di Axum
tra dimenticanza e camouflage storico, in “Zapruder, Storie
in movimento’, 23, 2010, pp. §9-73.

* Armando, Ugo Monneret de Villard (1881-1954), pp. 39-45
e nt. 94. Giorgio Levi Della Vida fu uno dei pochi
accademici che rifiutarono di giurare fedelta al fascismo:
G. Levi Della Vida, Fantasmi ritrovati, nuova ed. a cura di
M. G. Amadasi Guzzo e E. Tessitore, Napoli 2004 (I ed.
Venezia 1966), pp. 167-171; ibid., M.G. Amadasi Guzzo, Un
ricordo, pp. 194-207. Per un quadro generale sulla vicenda
cfr. H. Goetz, Il giuramento rifiutato. I docenti universitari e
il regime fascista, Milano 2000 (ed. tedesca 1993), pp. 50-61
e G. Boatti, Preferirei di no. Le storie dei dodici professori che
si opposero a Mussolini, Torino 2001, pp. 89-273.

“ https://www.inasaroma.org/patrimonio/fototeca-
6/fondo-monneret/.
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“' htps://saras.uniromarit/strutcure/cdsab (11 dicembre
2021).

* hteps://byzart.eu/ (11 dicembre 2021).

 https://asia.si.edu/research/archives/herzfeld/
hetps://creswell.ashmolean.org/HomePage.html
hetps://archnet.org/collections/12.

“ Lombardini, Carteggio Corrado Ricci-Monneret de Villard.
* U. Monneret de Villard, Saggio di una bibliografia
dellarte cristiana in Egitto, in “Bollettino del Reale Istituto
di Archeologia e Storia dellArte”, 1, 1922, pp. 20-32.

# Archivio Storico INASA, Serie I. Istituto, Sottoserie 1.3.
Verbali Consiglio Direttivo e Giunta, b. 3, fasc. 9.
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1-19 (© Roma, Istituto Nazionale di Archeologia e Storia
dell’Arte).
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PHOTOGRAPHING BYZANTIUM

Antonio lacobini

The workshop Fotografare Bisanzio is the
second event within the research project
Picturing a Lost Empire, whose goal is to
study and catalogue the photographic
collection of the Center for Documentation
of Byzantine Art History (CDSAB) at
Sapienza. The first public initiative that
sprang from this project was the exhibition
Picturing a Lost Empire. An Ttalian Lens on
Byzantine Art in Anatolia, 1960-2000, held in
Istanbul at the Research Center for Anatolian
Civilizations - ANAMED (2018-2020). The
photographs of Byzantine Anatolia exhibited
in Istanbul were only a small selection of a
much larger collection of images (over 35,000
items) now housed in the CDSAB, which
resulted from fifty years of research travel by
Sapienza Byzantinists in the Eastern
Mediterranean. After the Istanbul exhibition,
these field trips were the subject of a second
exhibition in Rome, titled Byzantine Syria in
Photographic Documentation from the
Twentieth Century to the Present, held at the
Museum of Classical Art at Sapienza, in
collaboration with the Deutsches
Archiologisches Institut (2018-2019).

The expeditions that inspired these two
exhibitions were fundamental for several
reasons. First, the photographs taken during
the trips document the life of monuments
which, over time, have often undergone
radical changes or even destruction due to
natural disasters and wars. Second, these
journeys have served as training experience
(Bildungsreisen) for young Byzantinists from
Rome, who, for generations, have engaged
with the artistic testimonies of distant lands
and their anthropological context.

In the mid-1960s, Géza de Francovich (1902-
1996) organized the first explorations in the
Armenian territories. Later, the most
significant figure was undoubtedly Fernanda
de’ Maffei (1917-2011), who, beginning in the
1950s, traveled throughout the Near East and
in 1976 was appointed Professor of Byzantine
Art History at Sapienza, holding the first
chair of this discipline in Italy. Among her
students of that time, we must remember
Gianclaudio Macchiarella, Marina Falla,
Gioia Bertelli, Alessandra Guiglia, and
Claudia Barsanti. A subsequent phase of the
research saw the participation of Antonio
Tacobini, Enrico Zanini, Mauro della Valle,
and Andrea Paribeni, together with Italo
Furlan of the University of Padua.
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Until the turn of the 19th century, the
History of Byzantine Art as an autonomous
discipline did not exist. In Italy and in Europe
there were only the so-called ‘Byzantine
studies. In 1901, however, La Sapienza
established the first chair of Art History,
entrusted to Adolfo Venturi (1856-1941).
Venturi and his students began to study
Byzantine monuments, which were
considered an integral part of the
development of Italian art during the Middle
Ages. Among those students there was also a
skilled young man, Antonio Mufioz (1884-
1960), who in 1905 was among the promoters
of the first Byzantine art exhibition in
Europe, held in the Abbey of Grottaferrata.
He was also the first Italian art historian to
travel to the Near East to study the
monuments of Istanbul and Turkey. During
his trip, Mufioz — who was a fan of the new
photographic technique — began to gather a
collection of images that would become part
of his ‘Byzantine collection’

After a dynamic phase at the beginning of the
20th century, between the First and Second
World Wars, research on Byzantine art in
Italy took a different path. The rise of fascism
marked an inversion of the trend: Byzantium
was considered a negative model, one of
decadence, compared to the glories of ancient
Rome, and underwent demonization. Among
those who escaped this trend was Bernard
Berenson (1865-1959), the great American art
historian living in Florence, who remained
tenaciously pro-Byzantine. Among Italian
scholars, on the other hand, there were very
few who managed to maintain international
contacts. The first was Pietro Toesca (1865-
1959), a student of Adolfo Venturi and
professor at Sapienza University. Then Sergio
Bettini (1905-1986) from the University of
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Padua beginning in 1931 traveled in the East
and, a few years later, wrote a pioneering
handbook on this subject. At that time, in the
absence of an official independent chair,
Byzantine art continued to be taught in
Rome and in Italy under the title of other
disciplines, such as History of Medieval Art
or Christian Archaeology.

After the fall of fascism, the negative attitude
towards Byzantium persisted for a long time
in Italian culture. Beginning in the 1950s,
however, a new chapter in Byzantine studies
was written in Ravenna. Here, Giuseppe
Bovini founded the “Corsi di Cultura
sullArte Ravennate e Bizantina”. These
annual conferences, held from 1955 until
1998, were continued under the leadership of
Raffaella Farioli after Bovini’s death.

Since the mid-1970s, the teaching of the
History of Byzantine Art gained space not
only at Sapienza but also in other Italian
universities. The research and travels carried
out by the various groups of scholars gave life
to new photographic archives, which
enlarged the network of historical archives, in
existence since the end of the 19th century:
photographic collections of scholars and
university missions, collections of public
institutions and foreign research centers.
Today these form an important and rich
heritage, but are not yet well known. The
conference Forografare Bisanzio aimed to
draw attention to this heritage for Byzantium
and the Near East, trying to respond to a
critical need that can no longer be

postponed.

Keywords

Byzantine Art and Architecture; Eastern
Mediterranean; Field Trips; Art
Historiography; Archives.



THE CENTER FOR DOCUMENTATION OF
BYZANTINE ART HISTORY AT SAPIENZA: FROM
THE FIELD TRIPS TO THE DIGITAL ARCHIVE

Giovanni Gasbarri, Livia Bevilacqua

In 1966, a team of Rome-based architects and
art historians led by Géza de Francovich
(1902-1996) inaugurated a series of field trips
with the purpose of gaining first-hand
knowledge of medieval Armenian
architecture. These trips, funded by Sapienza
University of Rome and the National Council
of Research of Italy (CNR-Consiglio
Nazionale delle Ricerche), resulted in a
substantial number of photographs, a
selection of which was displayed at a 1968
photographic exhibition in Rome, titled
Avrchitettura Medievale Armena. In the
following decades, under the direction of
Fernanda de” Maffei (1917-2011), the Sapienza
team continued to travel regularly in the
territories of the Byzantine Near East,
documenting art and architecture in Turkey,
Syria, Greece, Israel, Jordan, and North
Africa. The vast amount of material acquired
during these explorations (mainly
photographs, but also letters, notes, and travel
diaries) was eventually collected in the
CcDSAB-Center for Documentation of
Byzantine Art History, founded in 1996 by
Mara Bonfioli. The Center is currently the
repository for over 35,100 images (including
photographs, maps, and drawings) and has
become a remarkable resource for the study of
early Christian and Byzantine monuments
distributed throughout different areas of the
castern Mediterranean, many of which are
currently inaccessible or very difficult to
reach. Until now, however, this material has
remained mostly unknown to scholars, as it

ABSTRACTS

has never been catalogued or published
extensively. Only in 2018 two exhibitions held
in Istanbul and in Rome (Picturing a Lost
Empire. An Italian Lens on Byzantine Art in
Anatolia, 1960-2000; La Sivia bizantina nella
documentazione fotografica dal Novecento a
0ggi) provided a first glimpse of the holdings
of the Center.

More recently, the research project Picturing a
Lost Empire. An Archive for Byzantine
Monumental Heritage in the Eastern
Mediterranean: The Centro di
Documentazione di Storia dellArte Bizantina,
Sapienza Universita di Roma, led by Antonio
Tacobini, offered the opportunity to expand
the research initiated with the 2018
exhibitions. Since 2020, the Center’s photo
archive has undergone a new campaign of hi-
res digitization, metadata collection, and
online publication. Starting with the
photographs taken during the field trips led
by Fernanda de’ Maffei in Cilicia and Isauria
(in the 1980s and 1990s), the photographic
material is currently being transferred into a
digital database, with the aim of making the
whole collection available through the
institutional website of Sapienza University
(https://saras.uniromar.it/en/structures/cdsa
b). Transparencies, negatives, proof sheets,
and printed photographs are organized in
topographical order, focusing on the regions
explored for over half a century by the
Byzantine art historians of Sapienza. After
each item is inventoried, catalogued, and
digitized with the collaboration of the
DigiLab Center of Sapienza, it is uploaded on
the website and can be searched through a
dedicated browser. The CDsAB digital
collection is intended as an expanding
repository. It includes other groups of pictures
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recently digitized (parts of the collections on
Istanbul, Syria, and Mesopotamia) and
photographs originally in digital format (such
as those on Georgia), and it aspires to
dialogue with similar initiatives on Byzantine
art and architecture at international level.

Keywords

Byzantine Art and Architecture; Eastern
Mediterranean; Field Trips; Photographs;
Archives.

THE PROJECT ON THE MARBLE FURNISHINGS
OF HAGIA SOPHIA IN CONSTANTINOPLE

AND TS PHOTOGRAPHIC COLLECTION

AT THE CENTER FOR DOCUMENTATION

OF BYZANTINE ART HISTORY AT SAPIENZA

Alessandra Guiglia, Roberta Flaminio

The starting point of the survey project on
the Hagia Sophia marble furnishings carries
on from the previous research on the
impressive ensemble of slabs and posts that
made up the 6t century liturgical enclosure
of the early Christian church of St. Clemente
in Rome, an outstanding example of
Constantinopolitan workmanship. In fact,
the most obvious model for the Roman
carved slabs could be easily traced back to the
huge marble furnishing set up for the lavish
reconstruction of the Justinianic Hagia
Sophia, that became therefore the main
object of the successive project.

Claudia Barsanti and Alessandra Guiglia,
who had already carried out the study on the
St. Clemente furnishing, coordinated the
research group, which also comprised Mauro
della Valle, Roberta Flaminio, Andrea
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Paribeni and Asnu Bilban Yal¢in, each of
whom had a specific assignment.

Several missions were undertaken between
1999 and 2004, when a book with the results
of the research was published (A. Guiglia
Guidobaldi, C. Barsanti, Santa Sofia di
Costantinopoli. Larredo marmoreo della
Grande Chiesa giustinianea, Citta del
Vaticano 2004). The project was supported
by the Ministry of Tourism and Culture of
the Republic of Turkey and by the
Directorate of the Hagia Sophia Museum;
financial support was provided by the Italian
Ministry of Education, University and
Research, by the National Council of
Research and by the Italian Ministry of
Foreign Affairs.

The aim of this project was to provide a
comprehensive study and a related visual
documentation, by means of an extensive
photographic report, of the more than one
hundred marble slabs, carved in Proconnesian
marble, which are employed in Hagia Sophia
as balustrade along the edge of the gallery
floor and, on the external side of the galleries,
as window parapets. Our research therefore
also included other components of the wide
marble window screens of the building, such
as the window entablature soffits, grills and
frames.

In the course of the survey, which was carried
out along with the acquisition of the
photographic documentation, our attention
focused also on other items to be added as
related topics of our research, including: the
‘masons’ marks, a very common feature quite
widespread on the aforementioned marble
furnishing of the Justinianic church, that were
deciphered and recorded in a catalogue; the
marble spolia scattered across the wide floor
but also re-employed in some unexpected



spaces throughout the huge building, and
carved from various marbles, including but
not limited to Proconnesian marble; the wall
revetment below the main western facade
window, consisting of twelve tall marble slabs,
each decorated with a monumental cross atop
a globe. Last but not least, our research
focused on the results of the Fossati brothers’
restoration work campaign of the building —
which at the time had been in use as a mosque
since 1453 — undertaken between 1847 and
1849. A valuable outcome of our survey
related to this topic was the finding of three
refined marble open-work slabs, or
transennae, dating back to the 6th century,
which were re-used in the Loggia of the
Sultan, located at the end of the northern
aisle, as an enclosure of the gallery of the
Loggia, and which were taken as a model for
the 19th century parapets.

Hitherto, the marble parapet slabs of the
galleries had never been systematically
recorded and photographed on both sides in
parallel. Therefore, the documentation
resulting from our survey and the related
critical approach provide an outstanding
resource for the knowledge of the decorative
repertoire of the slabs and a key tool for
understanding the working process of the
marble furnishing of a monument as
significant as Hagia Sophia.

Several difficulties hampered our
photographic survey, particularly when
documenting the side of the slabs facing
inwards toward the central space of the Great
Church; in fact, this side is accessible only via
a passageway that is enclosed by a wooden
balustrade in a bad state of repair. Owing to
the narrowness of the passageway it was not
possible to obtain a straight and frontal
recording of each slab, so it was necessary to
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resort to the professional competence of Luca
Fabiani and Maurizio Necci (graphic designer
and photographer), who specifically devised a
computer program for the straightening out
of the photographs (no small achievement
considering the limited digital technology of
twenty years ago).

All the photographic documentation
gathered during the Hagia Sophia marbles
project (1999-2004) is now housed in the
Center for Documentation of Byzantine Art
History at Sapienza University of Rome; it
consists of about 2,500 slides and several
printed photographs, catalogued in
accordance with the research criteria outlined
in the related publication.

Further research and surveys on the Hagia
Sophia, concerning other furnishings (bronze
doors, carved wooden tie beams) and the
marbles collection of the Hagia Sophia
Miizesi, were carried out in later years by the
same team, with additional members (Silvia

Pedone and Alessandro Taddei).

Keywords

Hagia Sophia Constantinople; Marble
Furnishing; Parapet Slabs; Photographic
Documentation; CDSAB Archive.

A FORERUNNER: BERNARD BERENSON AND

BYZANTIUM IN THE ARCHIVE OF | TATT
Gabriella Bernardi, Spyros Koulouris

The first part of the article deals with
preliminary research on Bernard Berenson’s
interest in Byzantine art through
photographic material and correspondence
with colleagues, friends, collectors and dealers
which will be the subject of a forthcoming
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monograph. Berenson is well known as a
pioneering scholar of the Italian and
Florentine Renaissance; actually, he was not
only pioneer in that artistic field but also had
the merit of re-evaluating the heritage of
Byzantine art which in Italy was almost
ignored during the first decades of the
twentieth century. Indeed, from the 1920s
until the end of his life, Berenson turned his
attention to Byzantium - being partly
‘behind the scenes’ in the sense that his
scientific production in that field was not
extensive although it was his intention to
publish an opus magnum in several volumes
on the decadence of the classical art during
the late antique period and its rediscovery in
the Middle Ages. In this context, Byzantine
art played a crucial role such as to partly
justify the need to have a certain amount of
photographic material available and also his
numerous trips to ‘Byzantine’
(Mediterranean) territories. The opus
magnum was never realized except the first
volume, but this did not prevent Berenson
from keeping up to date on what was
happening in the Byzantine art historical
context as evidenced by the numerous photos
he received from his correspondents.

The second part of this essay explores the
creation of the Berenson photo archive of
Byzantine art and architecture held at I Tatti.
Although the Fototeca Berenson is well
known among scholars for its rich holdings
related to Italian painting, the section that
deals with Byzantine art has remained for
several decades hidden to scholars. However,
for Berenson these photos were central to his
research and they had a strong impact on the
work of other art historians and writers as
well. The paper analyzes Berenson’s numerous
travels in Greece, Turkey, and the Middle
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East. It was thanks to these trips that he was
strongly influenced in studying the Byzantine
world. Traveling to what was the ancient
Ecumene, allowed him not only to admire the
art of the Byzantine Empire, but also to
organize large photo campaigns, get in
contact with photographers, and acquire rare
photo albums. His collaboration with other
leading art historians of the time, particularly
with the Harvard professor Arthur Kingsley
Porter, sheds light on Berenson’s thoughts
about Byzantium and his great efforts to
document Byzantine art.

Keywords
History of Art; Archaeology;
Correspondence; Photo Archives;

Photography; Travels.

SERGIO BETTINI AND BYZANTINE ART. FIELD
TRIPS IN GREECE AND ISTANBUL IN THE
1930S: PHOTOGRAPHS AND WORKING NOTES
Michela Agazzi

The scientific archive of Sergio Bettini (1905-
1986), professor at the University of Padua
from the 1930s to 1975, is kept at Ca’ Foscari
University in Venice (Department of
Philosophy and Cultural Heritage). In
addition to manuscripts (of published and
unpublished texts) and lecture notes, there
are also notes and files and a collection of
photographs (some of which were taken by
Bettini himself). A large part of this material
is the result of Bettini’s travels to the East
(particularly Greece, Crete, and
Constantinople) in the 1930s. These
photographs (often mounted in cards)
document not only the monuments and



works, but also the travels, interests and
critical maturation of the scholar who tackled
Byzantine art in all its complexity, not only
with the publications of those years, but up to
the final works devoted to Venice.

Keywords
Sergio Bettini; Greece; Istanbul; Byzantine
Architecture; Journey.

FRIEDRICH WILHELM DEICHMANN AND
BYZANTIUM IN THE PHOTOGRAPHIC ARCHIVE
OF THE DEUTSCHES ARCHAGLOGISCHES
INSTITUT IN ROME

Ralf Bockmann, Eva Staurenghi

This article presents the estate of Friedrich
Wilhelm Deichmann in the photo archive of
the German Archacological Institute (DAI) in
Rome. Deichmann was an employee of the
DAI over a period of about forty years and one
of the formative pioneers of the discipline of
late antique archacology and Byzantine art
history, to which he made numerous
important contributions. We outline the
significance of his photographic activity in the
context of his academic biography, his work,
and his research travels, and offer suggestions
as to how the estate can contribute to a better
understanding of Deichmann’s research
personality. In addition, the photographs are
important historical documents of significant
buildings and cultural regions. We briefly
present some of the outstanding focal points
of the estate, including above all holdings on
Syria, Turkey, Greece, Sudan, and Egypt, i.c.,
central and special regions of great
importance for Byzantine studies.
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BYZANTIUM IN THE ARCHIVES OF THE
UNIVERSITY OF BOLOGNA: FROM GIUSEPPE
BOVINI'S COLLECTION TO THE DIGITAL
ARCHIVE BYZART - BYZANTINE ART

AND ARCHAEOLOGY ON EUROPEANA AND
ALMA DIGITAL LIBRARY

Lsabella Baldini, Giulia Marsili

Exploring Byzantium through the
photographic archives of the University of
Bologna means retracing the vicissitudes of
some of the personalities who marked its
history and laid the foundations for the study
and knowledge of Byzantine culture not only
within the University of Bologna, but also
throughout the Italian scientific panorama.
First among them is certainly Giuseppe
Bovini, former Director of the National
Museum of Ravenna and head of the chair of
Christian Archaeology at the University of
Bologna. His brilliant career and multifaceted
scientific interests are fully mirrored by the
large amount of photographic documentation
preserved today at the Centro per lo Studio
delle Antichitid Ravennati e Bizantine
“Giuseppe Bovini” (CeSARB): it consists of
about 8,000 images, mainly typographical
plates for scientific journals such as Felix
Ravenna and Corsi di Cultura sullArte
Ravennate e Bizantina, in addition to
numerous personal shots of monuments and
archaeological excavations. Dealing with
hundreds of monuments and objects spanning
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from late Roman era to the Early Middle
Ages, the archive is a privileged observatory of
artistic and monumental heritage of centers
scattered from Northern Europe to the
Fastern Mediterranean across about seven
centuries. The depiction of artifacts and
archaeological contexts no longer visible or no
more standing strongly increases the
documentary value of the collection.
Targeting the goal of preserving and
enhancing this invaluable heritage arose
“BYZART — Byzantine Art and Archaeology on
Europeana’, a European project coordinated
by UNIBO and co-funded within the
Connecting Europe Facility (CEF) program,
aiming at developing high-performance,
sustainable, and interconnected trans-
European networks in the field of digital
services. The project, started in 2018, was
undertaken over two years with the ambitious
goal of digitizing and making accessible
through Europeana platform a great amount
of audio-visual materials related to the
Byzantine and Post-Byzantine cultural
heritage, namely around 75,000 content.
These ones mostly pertained to previously
unexploited analogical archives, sometimes
requiring restoration and preservation
measures. The purpose of enhancing and
opening up this unexplored heritage has been
pursued in different ways by the project
consortium. It gathers an international and
interdisciplinary team, composed by the
University of Bologna as coordinator, along
with the Audio and Visual Art department of
the Ionian University, the Open University of
Cyprus, the Aristotle University of
Thessaloniki, the Institute of Art Studies of
the Bulgarian Academy of Sciences, the
Institute of Historical Research of the
National Hellenic Research Foundation, the
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Museum of Ravenna with the International
Centre of Mosaic Documentation and
Classense Library. Most of these institutions
has acted as content providers and has
delivered materials from 29 largely
unpublished image archives, including slides,
glass plates and analog photographic
materials, as well as one music archive of
traditional Orthodox Church music records,
and one audio-visual archive about the
Byzantine monuments of Cyprus. The task of
working with heterogeneous media
collections in different states of preservation
required specific strategies for digitization.
This scenario forced to a double-track
approach, combining the conversion of analog
material into digital format according to
agreed standards, and the creation of a
metadata set able to take into account the
diverse features of the archives. Concerning
the metadata scheme, the European Data
Model, mandatory for all Europeana
collections, has been customized according to
the peculiarities of BYZART collections and by
comparing it with various national and
international cataloging systems and best
practices. A method of metadata quality
check and content validation was also
implemented, in order to ensure consistence
and uniformity. The digital items have been
ingested and displayed on the project web
database, conceived and set up especially for
BYZART action. It has also ensured the
harvesting process from BYZART collection to
Europeana via the OAI-PMH, and Alma Digital
Library (UNIBO) has acted as an aggregator
for BYZART. After the end of the project, the
same institution has been hosting BYZART
dark archive and collection, thus ensuring the
sustainability over time of BYZART action.

A great deal of painstaking effort has been put



to the semantic and linguistic enrichment of
metadata content, specifically related to the
Intellectual Property Rights (IPR) associated
with the cultural object, and to the descriptive
fields of “Location”, “Subject”, “Type”,
“Material’, and “Technique”. References to
Linked Open Data resources have been
included, such as GeoNames, IconClass, and
the Getty Art and Architecture Thesaurus, in
order to empower content searchability and
accessibility. Referring to multilingual
enrichment, a special focus has been also
placed on the development of a controlled
vocabulary specifically dedicated to Byzantine
art and archacology, based on Getty AAT
repertoire, PartagePlus vocabulary, 1cCD
terminology lists and scientific publications,
with the specific aim of preserving multilingual
richness across the main project languages.
Among its goals and outcomes, BYZART action
has enhanced Europeana platform in terms of
high quality contents (76,076 data and related
metadata, mostly in Tier 2 or above) related to
a previously neglected thematic field.
Moreover, it has empowered Europeana
Byzantine contents’ accessibility and visibility
by linking and classifying Byzantine-related
items already on Europeana to BYZART
collection, so that they become visible on
BYZART website with a direct link to
Europeana portal. Project results can be
exploited and manipulated by a wide range of
actors and stakeholders, such as scholars,
schools, museums, cultural organizations, as
well as amateurs and citizens as a whole. It is
also worth mentioning the remarkable
potential of BYZART collection as
documentary source for research and didactic
purposes, as highlighted by many targeted
contents produced within the project, namely
Thematic Galleries and the web exhibition
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The Silk and the Blood. Images of Authority in
Byzantine Art and Archaeology.

Relying on FAIR principles, BYZART project
represents the first actempt to bring Byzantine
culture out of its traditional boundaries by
opening the fruition of its contents to a wide
audience through the creation of a digital
collection. Such a way, by digitizing and
showcasing materials from physical archives
originally belonged to eminent archacologists
and art historians of the past, BYZART project
has therefore played a major role in unlocking
and enhancing the knowledge of Byzantine
culture through the lens of its main characters.

Keywords

Byzantine Cultural Heritage; Byzantine Art
and Archaeology; Photographic Archives;
Digital Collections; Digital Humanities.

LATE ANTIQUE AND BYZANTINE ELAIUSSA
SEBASTE. THE ARCHIVE OF AN
ARCHAEOLOGICAL EXPEDITION OF SAPIENZA
IN TURKEY

Maycello Barbanera, Alessandro Taddei

Whoever oversees an archacological fieldwork
needs to have stable, coherent, logically
organised, and easily accessible archives.
Excavations, as is well known, are a destructive
process. This is true either for those carried
out in the past by digging into the soil
irrespective of strata, or those most recent,
which are based upon a close recording of
every minimal clue found on the ground,
should it be the product of an anthropic
intervention or of a natural phenomenon. For
decades long, such a kind of considerations was
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to be found in the handbook of archacological
research methodology. Those who undertook
the first large-scale excavations worldwide did
not feel the problem of archives: it was their
action that created these latter. However, since
between the 19 and the 20t centuries
archacology evolved into a discipline with its
own rules, the need to support archaeological
interpretation through the evidence collected
on the field or by means of subsequent analyses
became apparent. Archive materials are crucial
when any analysis and/or re-interpretation is to
be done of the ‘destruction’ of an excavated area.
Archives are somewhat like excavations; they
too have their own ‘stratigraphy’. An
archacological archive is a unit based upon a
manifold documentation. On the one hand,
we have what we collected during the project
phase, cither on paper or in digital form:
written reports and drafts, drawings,
photographs, 3D models, geophysical surveys,
Lidar point clouds, etc. On the other, we
should consider the evidence of material
culture, including ceramics, metal objects,
stone, wood, bone, environmental remains.
Thus, it clearly appears that maintaining
archives is a basic condition for archacological
research. They are ‘vital’ for us, in that they
allow us to reassess old results or to do further
research. More generally, they give everyone
concerned with our common past the key to
access it.

Excavations at Elaiussa Sebaste (Ayas, SE
Turkey) started in 1995 under the direction of
Eugenia Equini Schneider. The writer of these
lines took over as director in 2020. To deal
with the management of such long-established
excavations is not just a routine gesture.
Indeed, the Elaiussa project developed itself
duringa period characterised by a worldwide
radical technological improvement. The

382

Elaiussa dossier, as well as those of many
similar archacological sites, was of course
affected by these transformations. Suddenly,
traditional methods and tools became
obsolete, and, unfortunately, some deplorable
loss of data is being reported. Nonetheless, by
taking advantage of the digitalisation, we are
now able to use the clouds or set up a central
server within our university computer system.
This latter is expected to offer a repository
where each member of our archacological
mission can upload the documents or
photographic materials and put all of them at
disposal of internal and external users. Thus
far, for Elaiussa’s archive to be functional it is
necessary to transfer all the information from
the obsolete media to the most updated one.
The core of the archive should be placed in
the headquarters of the mission, ideally in a
server located at the Sapienza University of
Rome. All the materials will be organised and
made accessible to all those who work there.
To date, a substantial part of them has been
already filed under specific categories. The
available data was for the first time divided
according to the 25 excavation areas, and
further subdivisions by year of acquisition and
document type were introduced. Given these
preconditions, we will proceed to create
digital files in almost every sector of our work
— from data collecting to the production of
images and the editing of written reports. All
the data shall be managed in a way that ensure
that they will remain secure and accessible
both now and in the future.

The research about the early Byzantine phase
of the centre of Flaiussa Sebaste took
advantage — mostly through recent years — of
new sources of documentation and the image
of a key harbour-city became clearer and
clearer. Not incidentally, this means that the



bulk of the archive of the archacological
mission is being increasing in size and quality
year after year. To deal with this body of
information is what all those who wish to
process the data collected from the excavation
campaigns are expected to do. At Elaiussa, the
monuments — rather than the written sources
— would tell us about the history of the
settlement. This is all the more true because
the rich architectural and epigraphical
evidence of the late antique city may
somewhat compensate for the very few
surviving texts.

At this stage of research, it may appear
simplistic to postulate a ‘continuity’ between
the Graeco-Roman and the Byzantine city. In
most cases, public and private spaces are in fact
maintained by means of a radical
reinterpretation of their function or use. It is
no coincidence that the nuclei of the
Hellenistic and Roman city - i.c., the
promontory, the so-called ‘island;, the area of
the theatre and the suburban temple —
promptly underwent, between the fifth and
sixth century AD, to architectural remodelling
or functional conversion. This was
undoubtedly done through the agency of new
social and economic factors linked to the
relatively flourishing regional framework. The
second part of this contribution will show the
impact of the archive of the Elaiussa
archaeological mission and the relevant
publications in offering a comprehensive view
of this renewal of the urban fabric in the Early
Byzantine period.

Keywords

Elaiussa; Turkey; Sapienza University of
Rome; Archaeology; Excavations; Archives;
Digitalisation; Early Byzantine Period.
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THE CRUSADER OUTREMER IN ANTONIO
CADEI'S PHOTOGRAPHIC ARCHIVE AT
SAPIENZA. THE FIELD TRIPS FROM 1990
10 1993

Pio Francesco Pistilli

In the early 1990s, scholars from the
University of Rome La Sapienza carried out a
series of study trips in crusader Outremer led
by Antonio Cadei, full professor of History of
Medieval Art. From 1990 until 1993, three
missions were organised: one in Cilicia
(Southern Turkey), one in the Mediterranean
Syria, and a third one in Israel with two
appendices in Egypt and Cyprus.

The aim was to achieve a deeper knowledge of
citadels, castles, Frankish, Ayyubid and
Mamluk strongholds that were known only
through specialized and outdated studies
from the second half of the 19th century.

The main intention of the research and of the
field trips was to gain an understanding of the
connections between the Western and Eastern
side of the Mediterranean sea during the 2t
and 13th centuries. This was considered to be
the base for further investigations on the
Military Orders’ presence in Europe (for
example in the Iberian Peninsula, in
Occitania, and in Italy) as well as to identify —
in fortified architecture context — crusaders’
projectual sources in Frederick IT castra in
Regnum Siciliae (1220-1266), in expectation of
the Celebrazioni federiciane in Sicily (1994.).
The focus is to understand the modus agendi
and the criteria of the project, in regard to the
reasons why those particular geographical
areas were selected. The research is based on
travel diaries, sketches and photographical
records stored at La Sapienza.
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CRETE AND THE ISLANDS OF THE
DODECANESE THROUGH GIUSEPPE GEROLA'S
PHOTOGRAPHS PRESERVED IN VENICE

AND IN TRENTO (1900-1912)

Spiridione Alessandro Curuni

Through a description of the photographic
activity that Giuseppe Gerola carried out
during his field trips to Crete and the islands
of the Dodecanese, this paper aims at
shedding new light on the extreme
importance, in every research activity, of
producing adequate photographic
documentation. This assumption is still valid
today. In fact, the photographs taken by
Gerola between the late 19th and the early
20th century have proven of the utmost
significance for our knowledge of the most
concealed features of Byzantine and neo-
Byzantine architecture of Greece. It is
therefore necessary to remind every scholar
who aspires to research architecture and
historical environments, that each
photographic shot they produce turns into a
‘living’ and real document, which attests to
the multiple transformations of the
monuments portrayed. Such documents will
in turn be a reference for any restoration, and
especially conservation for those monuments.

Keywords
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PHOTOGRAPHS AS A 'MIRROR'. TUSCIA
UNIVERSITY IN BYZANTINE CARIA AND
CAPPADOCIA

Maria Andaloro with Paola Pogliani

Articulated in four paragraphs, the
contribution intends to:

Underline the undisputed importance of
photographic and visual documentation in
the field of figurative arts, in line with the
point of view promoted by the Conference in
which we participated (see Photographing
Byzantium: title and theme).

To reflect on why the image (photographic
and, in general, visual) of the image (of the
work of art) is the necessary and irreplaceable
tool for ‘doing’ art history, finding a
satisfactory solution in the definition of the
photographic image as a ‘mirror’ and as a
‘vicarious’ image. ‘Mirror’ because the photo
captures and returns the figurative work in
the aspect of the visible, reflecting, therefore,
that visible of the original which is
inexpressible, unavailable to the word since
the visible, as we know, cannot be compared
to the Iinguistic narrative register. A ‘vicarious
image’ in that, since the photograph is the
most faithful and enduring document of the
figurative work, it becomes an essential and
even active memory of it, even in the extreme
case represented by the loss of the original (cf.
Between Image and Word).

To narrate our experience gained over a long
period of time in the field surveys. That is, to
present the path of photographic and, more
extensively, visual documentation that we
have outlined in parallel with the study of the
Byzantine pictorial heritage in the territory of
Caria (from 1996 to 2005) and in Cappadocia
(from 2006 to the present) while conducting



the surveys within the Research and
Restoration Mission of the University of
Tuscia in Turkey. That is, to illustrate how the
choices made in proceeding along that
photographic and visual path (graphic tables,
mapping on a photographic basis, 3D surveys,
etc.) do not respond to a canonical order, but
are dictated point by point by the instances
that pose the paintings and their most
problematic and specific aspects, now within
the church of Kucuk Tavsan Adasi, in Caria,
now in the many excavated churches of
Cappadocia. And to conclude that it derives
from this type of approach, based on the
reciprocal correspondence between the plan
of the study for a better knowledge of the
paintings and that of their documentation, if
we can speak of a ‘plural and integrated
system’ for the photographic and visual
documentation conceived, designed, and
realized within the framework of the Mission
to Turkey and which is partly visible in the
database “Cappadocia - Rock Art and
Habitat” (see The Plural and Integrated
System of Visual Documentation for the
Byzantine Monuments of Caria and
Cappadocia).

To present the database “Cappadocia - Rock
Art and Habitat” which is an essential part of
the “Virtual Museum of Cappadocia”
(http://www.museovirtualecappadocia.it/)
designed and implemented in 2015 with the
CNR within the Mission to Cappadocia of the
University of Tuscia within the PRIN project
2010-2011 Rock Art and Habitat in
Cappadocia (Turkey) and Central-Southern
Italy. Rock, excavated architecture, painting:
between knowledge, conservation, valorisation.
The database collects and archives materials
and data of different nature (documents,
photos, plans, maps, scientific investigations,
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etc.) and makes them available online
allowing access to knowledge about the
murals and monuments investigated (109
monuments). For each monument included
in the database we provide information
about: place, architectural structure, function,
rock hewn liturgical and civil furnishing,
decoration. With regard to the churches,
special attention is paid to pictorial
decoration. Iconographic themes, chronology,
techniques of execution and constituent
materials are accurately recorded for each
monument.

Keywords
Visual Documentation; Word and Image;
Wall Painting; Byzantium; Database.

BYZANTINE ART IN ITALY THROUGH

THE MATERIALS OF THE ARCHIVIO CENTRALE
DELLO STATO: A DOCUMENTATION MAPPING
Andrea Paribeni, Silvia Pedone

The present paper explores and analyzes part
of the rich documentation related to the
monitoring and conservation procedures of
monuments and artworks produced by the
central and peripheral offices of the Italian
Ministry of Education, between the second
half of the 19th century and the first decades
of the 20th century. The documents in
question — letters, reports, photos, drawings
etc. — are connected to the need of the Italian
State to harmonize with each other the
legislative measures regarding the protection
of works of art in force in pre-unification
states and to survey and monitor the artistic
heritage as widely as possible, in order to
ensure a more precise knowledge, a more
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adequate material conservation and, last but
not least, to prevent illegal dispersions, sales
and exports.

Our research focused mainly on
documentation relating to Byzantine art and
architecture. Between the end of the 19t
century and the beginning of the following
century we witness the gradual and
progressive transformation of archival
materials, which reveal an increasingly
systematic use of the photographic medium,
certainly faster and more reliable in the
delicate task of establishing, without
misunderstandings, the identity and the state
of conservation of the artefacts.

The documentary survey carried out in the
Archivio Centrale dello Stato proved to be
complex, for it was necessary to examine and
collate very heterogeneous materials, from
administrative documents to personal letters,
but that notwithstanding;, it also allowed us to
make some unexpected and hopefully useful
discoveries, which underscore the growing
attention paid in these years by the academic
and administrative milieu to the realm of the
art of Byzantium.

Among the archival and photographic records
relating to Byzantine art in Italy, we focused
our attention to some relevant case studies
such as the interesting documentation on the
mosaics of the Basilica of Torcello, or on the
restoration campaign of the mosaics in the
baptistery of S. Giovanni in Fonte in Naples.
New information also resurfaced about the
history of the restoration of the famous
monuments of 5th-6th century Ravenna, and
about the figures of the mosaicists involved in
the project. These are very skilled workers,
who for this reason were also sent abroad to
restore important Byzantine monuments, as
in the case of the mosaics of the monastery of
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Daphni in Greece.

Photographs often accompanied requests of
various kinds, proposals to purchase new
works on the art market, authorizations for
moving works from one museum to another
or for loans. Sometimes, the photos could be
used to trace stolen pieces, as in the
remarkable case of the famous micromosaic
icon of S. Demetrio in Sassoferrato. The early
photographic documentation was obviously
useful for the reconstruction of the material
conditions of certain objects through their
historical transformations, and served to shed
light on the tampering suffered by the works.
In fact, the lack of graphic or photographic
evidence makes it difficult, after a long time,
to establish the precise identity of certain
works and their historical vicissitudes, as in
the case of the sale of the famous Byzantine
ivory of the Barberini family acquired by
Louvre in 1899.

Keywords

Byzantine Art; Mosaic Restoration; Cultural
Heritage Preservation; Art Market; Archival
Documentation.

THE ARCHIVES OF ROCK-CUT CHURCHES WALL
PAINTINGS IN APULIA: FROM ALBA MEDEA TO

COSIMO DAMIAND FONSECA
Manuela De Giorgi

The considerable heritage in Apulia of
painted rock-cut churches, in this area in a
number much higher than in other regions of
Southern Italy, can be compared, for their
archaeological and art-historical quantity and
quality, with other areas of the Mediterranean
Basin. A cultural legacy which attracted local’



erudites’ attention firstly, such as Pietro
Cavoti and Cosimo De Giorgi; and later,
since the late 19th century, also international
scholars, especially French, Charles Diehl and
Emile Bertaux, just to mention the most
important.

The cultural relations with Byzantium that
most of the Apulian cave-paintings testify (a
peculiar element that marked a part of
Medieval art in Southern Italy) on the one
hand, and the fragility of the pictorial
decoration on the other hand were most
probably the inputs for pushing for their
graphic and photographic documentation,
undertaken in Apulia earlier than in other
areas. Sketches, drawings (sometimes
watercolor) and engravings for printing were
used at the very beginning, from late 19th at
least until the third decade of the 20th
century.

It was in fact in the late 1930s that a complete,
documented survey of Apulian rock-cut
churches with their precious wall paintings
was perceived as an urgent necessity,
becoming the main goal and fundamental
objective of research actions carried out by the
ANIMI (Associazione Nazionale per gli
Interessi del Mezzogiorno d’Italia) and
Umberto Zanotti Bianco, president of the
Associazione in that time. The great effort
made by ANIMI in photographing and
documenting rock-cut churches and
rupestrian wall paintings in Apulia responded
indeed to the need for a census of such
archacological evidences and it was
undoubtably an incredible (for that time)
scientific, logistical and economic effort
represented in present days by the rich Fund of
Alba Medea, the latter appointed by Zanotti
Bianco of the study of the cave churches
published in her fundamental work of 39 G/
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affreschi delle cripte eremitiche pugliesi. A
number of documents and photographs of this
work are now kept in Rome.

In conjunction with the photographic
documentation of the ANIMI, also the
Soprintendenza of the region (then, Regia
Soprintendenza alle Opere di Antichita e
d’Arte della Puglia) started a series of
photographic campaigns dedicated to painted
decoration of rock-cut churches, since 1928,
with a series of photographic glass plates

(13 x 18 cm — B category): significantly the
collection of photographic glass plates of the
Soprintendenza begins with the
documentation of the Byzantine frescoes in
the crypt of Poggiardo (12 plates). It was most
probably its precarious state of preservation
(after few years the frescoes of the crypt
would have been detached and restored)
leading the authorities to document by
photographs this fragile Byzantine heritage.
The "20s and ’30s of the last century thus saw
the photographic discovery of regional
rupestrian paintings, with a large number of
photographs dating back to 1938. For a new
phase of the ‘photographic fortune’ of
Apulian cave churches, one should wait the
second half of the last century. In the *60s, the
University of Bari and, in particular, its
Istituto di Storia dell’Arte directed at the time
by Adriano Prandi, were the promoters of a
new survey in Apulia and in the area of
Matera (Basilicata) of cave churches; Franco
Dell’Aquila was appointed for this action and
he started the new campaign carried out from
1965 until 1977. The transparencies of that
work, all catalogued by town/site and
carrying the dates of execution, are now
preserved in the Photo Library of the
Soprintendenza in Bari.

The last, important ‘thematic’ photographic
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fund related to Apulian rupestrian wall
painting is preserved today at the University
of Salento, in Lecce. This is the FIR, “Fondo
della Iconografia Rupestre” of the Apulia
Region, known also as “Fonseca Fund: it
collects 9oo transparencies (6 x 6), printed
photos, negatives of cave churches in the
provinces of Lecce and Taranto (specifically,
there are 593 transparencies for Taranto and
307 for Lecce). The project of the FIR, funded
by the Regione Puglia ended in 1987, when all
photographic material was catalogued and
formally transmitted to the University.

The FIR and the other photographic funds
considered in this contribution, known —

I think — most to scholars, are certainly an
extraordinary research tool, but they are also
‘cultural heritage’ themselves, worthy of
special attention for their conservation.

Keywords
Photo Archive; Apulia; Rock-cut Churches;
Wall Painting; Conservation; Byzantine Art.

ERNST KITZINGER AND THE BYZANTINE
MOSAICS IN SICILY. THE "FOSCO MARAINI"
PHOTOGRAPHIC COLLECTION OF THE ISTITUTO
CENTRALE PER IL CATALOGO E LA
DOCUMENTAZIONE: FROM MAKING TO
ARCHIVING

Benedetta Cestelli Guidi

Shortly after the end of World War 11 Ernst
Kitzinger lead a b&w photographic survey of
the mosaics of the major churches of the
northwest coast of Sicily, namely in Palermo,
Cefalt, and Monreale. The resulting negatives
were kept for half a century in the Research
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Library and Collection of Dumbarton Oaks,
Harvard University, Washington D.C., the
institute where Kitzinger spent most of his
professional life. Most of the negatives (about
1850 in total) are today kept in the photo
archive of the Istituto Centrale per il Catalogo
e la Documentazione (1ICCD) of the Italian
Ministry of Cultural Heritage (1342
negatives), whilst others are still held in
Dumbarton Oaks (about soo negatives).

In my presentation of the photo survey, I am
arguing that the entire survey is stylistically
coherent and no difference can be seen
between the photos taken by one or the other
photographer: this is due to Kitzinger’s strict
direction regarding not just ‘what’ but ‘how’
to record the mosaics. Given his major
influence in shaping the picture’s
composition, I am willing to consider
Kitzinger a co-author of the overall photo
survey.

The negatives were kept in DO until their
publication in the six fo/io volumes titled

I mosaici del periodo normanno in Sicilia,
finally edited thanks to the economic support
of the Accademia di Scienze, Lettere e Arti of
Palermo (1992-2000). The editorial
composition of the volumes is rare, being
mainly made of single sheets of loose
reproductions; I argue that Kitzinger took
inspiration from Pietro Toesca and the
Bencini&Sansoni photo volumes of the early
’40s.

I am also concerned with the materiality and
mobility of both negatives and prints. Both
of these materials bear traces of their use
during a long time span — halfa century -
showing changes in perspectives in handling
them, according to various perspectives such
as a scholar’s desk and a research and
conservation photo archive.



The photographs were shot under Kitzinger’s
supervision by the free-lance writer,
anthropologist, and photographer Fosco
Maraini (1951) and by the photographer Bito
Coppola (1954), then head of the central
photographic office of the Italian State (the
Gabinetto Fotografico Nazionale whose
archives are today held at the 1cCD). Maraini
had moved to Sicily with his family — his wife
Topazia Alliata was born in Palermo - after
the end of the war; as a grounded and talented
professional in many fields of creative
narratives, Maraini took up the commission
under the strict control of the scholar, whose
need was strictly connected to providing a
complete visual documentation of every single
narrative and decorative scene. He produced
most of the photographs in the spring and
summer of 1951 but, when Kitzinger was ready
to complete the photo survey in 1954, Maraini
decided not to continue the survey.
Nevertheless, a friendship had started in
Palermo in 1951 which kept the two men in
touch for the rest of their lives; their
relationship is widely documented by letter
exchanges that lasted until 2000. Maraini’s
private papers and photo archive are today
kept in the Gabinetto Vieusseux, Florence.
This proves to be a precious and extremely
rare documentation non only as relates
Kitzinger’s commission but also to pin down
the timing, instruments, goals, and difficulties
in pursuing photo documentation of cultural
heritage.

In 1954 Kitzinger worked together with
Coppola who shot the rest of the images
needed to complete what is still today believed
to be the most complete visual documentation
of Byzantine mosaics in Sicily.

After publication, the negatives were to be
returned to the two photographers. Kitzinger
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had already in mind to leave the whole set of
photographs to only one archive, the most
suitable for conservation of photographs of
cultural heritage and was able to have Maraini
agree on the photo archive of the cultural
heritage Italian ministry, i.e., the archive of the
1CCD. In exchange Maraini got the whole set of
prints made during the survey by both
photographers during the shootings; these
materials are held in Maraini’s archive
preserved at the Gabinetto Vieusseux,
Florence.

Keywords

Documentary Photography; Byzantine
Mosaics in Sicily; Ernst Kitzinger; Fosco
Maraini; Gabinetto Fotografico Nazionale,
Istituto Centrale per il Catalogo ¢ la
Documentazione, Rome; Dumbarton Oaks
Research Library and Collections, Harvard
University.

THE BYZANTINE MEDITERRANEAN IN THE
PHOTOGRAPHIC COLLECTION OF THE
PONTIFICAL ORIENTAL INSTITUTE IN ROME

Vincenzo Ruggieri

If one has to say what the Pontifical Oriental
Institute (henceforth as PIO) preserves in
terms of photographic material, readers
should know a couple of things at the outset.
In the past, there was a room made available to
preserve documents concerning both the
academic life of the Institute and personal
matters of the various professors (mainly
Jesuits) and members who arrived in Rome to
teach. One can loosely call this room an
‘archive’, though it received the name of
‘museum’ in the first half of the 20th century.
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In this room, however, members of the
Institute used to leave also what they brought
back to Rome from their academic journeys
abroad or from institutional visits, congresses
etc. Among the many materials collected,
today we can also find a considerably large
quantity of photographic material (alas!)
often left without any identifying clue to what
they represent. The main problem, in fact,
that we must deal with when searching for
information about an inscription or mosaic is
often the quasi-total absence of chronological
and topographic coordinates. In addition, one
ought to remember that the PIO is not an
Institute of Fine Arts and therefore its main
purpose was (and still is) not to collect
photographs concerning objects, matters of
artistic nature. The backbone of the
photographic archive has been made by four
Jesuits: Guillaume de Jerphanion, Juan
Mateos, Pelopida Stephanou and myself; the
time span covered by these men runs from
1904 to 2020. What seems unique in the
various collections of photos and slides
collected at the PIO (one might cautiously
surmise about 30,000 shots) is the
characteristic intention behind each photo
take, that is, its anthropological search for the
local culture. This feature, supported by the
religious nature of the P10, leads us to
understand what local culture truly means. It
is an ‘enlarged Byzantium’ that one should
envisage when looking at these photos; several
countries affected and influenced by
Byzantium are taken into consideration
(Russia, Slavic countries, Caucasus,
Mesopotamia), together with all those
customary countries surrounded by the
Mediterranean. Jerphanion was sent to the
Pontus for a religious purpose, but then began
travelling throughout the Byzantine Empire
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capturing Cappadocian frescoes indeed, but
also inscriptions, Hittite stones, Roman,
Seljuk and Ottoman monuments. Jerphanion
used to complement, to provide a basis for the
contents of the photos done by setting the
image within a larger historical context. This
way of filming carried out by Jerphanion has
been called by scholars multi-ethnical, since it
records the various strata of civilization within
a geographical region. Better than Mateos and
Stephanou, Jerphanion’s material can be set
within a chronological context helped, as we
are, by his publications which perhaps might
reproduce the photos. Although Stephanou
has travelled a considerable distance
throughout Greece and the Balkans, he has
left practically no indication whatsoever of
the frescoes, icons, and people which he
recorded during his years in these places.
Stephanou has left quite a number of photos
and slides, but unfortunately without any
chronological or topographical reference.
Very valuable are the typewritten headings,
left by J. Mateos, accompanying his four
albums of black and white photographs. We
know very little about Mateos’ journeys in the
Middle East (or better called the ‘Christian
Orient’) — apart from the time he spent in
Iraq in search of Syriac liturgical manuscripts
— and indeed nothing can elucidate his
splendid photographs on Palestine, Lebanon,
Egypt and Syria. In a certain way, then, we
know when and what Mateos photographed;
the reason, however, escapes us. More than
Stephanou, Mateos’ photographs share that
anthropological trait we found in Jerphanion,
due perhaps to his Mediterranean disposition
that allowed him to share easily common life
with the clergy and people he met all along
his journeys. A final note of discontentment
ought to be added. Due to the recent



celebrations of the 100t anniversary of the
PIO foundation, what we have loosely called
‘the archive’ is under reassessment and all the
photographic material is in the process of
being catalogued according to required clues.
One has to be grateful, however, to these
Jesuits, few as they turned out to be during the
100 years of life of the PIO, to have left for
future generations an invaluable treasure chest
of visual (and written) documentation on
civilizations which have disappeared since.

Keywords
Anatolia; Mesopotamia; Palestine; Syria;

Egypt.

THE SCHOOL OF PAOLO VERZONE IN TURIN
AND BYZANTINE ARCHITECTURE IN ASIA
MINOR IN THE PHOTOGRAPHIC COLLECTIONS
OF THE POLITECNICO

Chiara Devoti, Envica Bodrato

Politecnico di Torino’s archives document
over half a century of research and teaching
activities by Paolo Verzone and his
collaborators and students, between Italy and
the territories of Asia Minor. The
contribution deals with an examination of the
archive and its organization and, through the
re-reading of Verzone’s main writings, focuses
on the construction of the iconographic
support and the relationship between what
has been published and the rich photographic
documentation preserved.

Engineer by training, Paolo Verzone (Vercelli
1902-Turin 1986) is a historian of ancient,
medieval and Byzantine architecture, full
professor since 1942 of Stylistic and
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constructive characters of monuments,
director of the Institute of History of
Architecture and from 1978 to 1986, professor
emeritus at the Politecnico di Torino.
Between 1951 and 1953 he was also in charge of
the chair of History of architecture at the
Teknik Universitesi in Istanbul and in 1957 he
obtained from the Turkish government the
concession for the excavation in the area of
ancient Hierapolis, today Pamukkale, where
he started the Italian Archaeological Mission
of Hierapolis in Phrygia which he directed as
head of mission until 1978.

A long research and teaching activity that
originated, at the Politecnico di Torino, a
complex archive now inserted in the broader
context of the historical collections of the
University which count, only for the
architecture documents, including the
materials of which he wrote, 40 archival
collections, part of academic training, part
acquired by professionals and technical studies
in Turin and Piedmont between the second
half of the nineteenth century and the early
2000s.

The collection of documents concerning
Byzantium and Byzantine architecture is
particularly rich; among this documentary
material, photographs occupy an important
position, also in consideration of Verzone’s
particular familiarity with the photographic
medium. As he sketches and notes with
extraordinary skill, he photographs to the
same extent, considering the shot as a
document in all respects. This natural
predisposition is associated with a particular
attention to the material data, to the structural
logic and to the knowledge of the urban
context, all elements that make Paolo
Verzone’s photographs a specific document,
very far from the artistic shot, even if some

391



ABSTRACTS

shots are of the highest value regarding the
urban landscape representation.

There are also, in Verzone’s collection,
photographs purchased by specialized firms —
systematically used for example for the
exarchal area — and the comparison between
authorial shots and commercial shots opens
up a no less interesting field of analysis.

The shots of Verzone and pupils are often
used as a complement to scientific
publications dedicated to Byzantine
architecture in the micro-Asiatic area (much
less in the exarchal area), so that they also
accompany the development of Verzone’s
critical thought as well as the formation of a
group of students, then often in turn as
teachers at the Politecnico di Torino. These,
through the extraordinary gymnasium
represented by the archacological mission of
Hierapolis, in continuing his studies on early
Christian, Byzantine and Romanesque
Architecture, give life to a real school, in
which, upon the application of the master’s
approach methodology, a very marked
propensity for photography as an essential
means of study is associated with.
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Verzone’s Archive; Politecnico di Torino;
Materials; Building Techniques; Urban
Approach.

ADRIANO ALPAGO NOVELLO AND THE
ARMENIAN CULTURE STUDIES AND
DOCUMENTATION CENTRE

Steﬁmo Riccioni, Beatrice Spampinato

In 1967, Adriano Alpago Novello made his
first study trip to Armenia; aware of the
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importance of the medieval cultural heritage
of the southern Caucasus, he started storing
consistent documentation. That
documentation has been the core of decades
of activity at the Armenian Culture Studies
and Documentation Centre, nowadays
located in Venice. In the summer 2021, the
personal documentation of Alpago Novello
has been brought to Venice, to join the
historical collection and create a unified
corpus of photos and written documents. The
historical collection maintains a focus on the
Armenian heritage, while the personal
collection covers a wide geographical area
with a special focus on byzantine Greece and
Russia, Georgia, and Near East Christian
heritage. This paper aims to describe the
history, the state of conservation, the content,
and the potential of this valuable and
unknown collection of photos. A project
written by the csDCA and Ca’ Foscari
University of Venice aims to promote the
mentioned collection to open new research
frameworks in the contemporary historical
and theoretical context while strengthening
and rebuilding the great legacy rooted in
Venice in the study of Eastern Christian
cultures. The purpose is to collect, digitize,
and catalog Alpago Novello’s photographic
documentation, to create an open-source
database that will satisfy a broad request for
access. The archive gives an overview of the
conservation of cultural heritage during the
Soviet Period and terms of comparison to
look critically at the present-day monuments
and landscapes after human or natural
transformations have occurred. In addition,
the collection shows the point of view of
scholars involved in the Italian missions from
the 1960s to the 1990s, opening interesting

paths through several study fields like art-



historical historiography, visual perception
between East and West, the history of
photography, and Middle Eastern history.
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THE PHOTOGRAPHIC ARCHIVE OF THE
GEORGIA PROJECT OF THE
KUNSTHISTORISCHES INSTITUT IN FLORENCE
Annette Hoffmann, Gerhard Wolf

The photographic archive presented at the
conference Forografare Bisanzio is part of the
Georgia Project, a collaborative project of the
Kunsthistorisches Institut in Florenz — Max-
Planck-Institut (KHI) with the George
Chubinashvili National Research Centre in
Thilisi (and other partners) that aims to
promote an international network of
researchers engaging with the art history of
the South Caucasus region. The archive was
set up in 2006 following the establishment of
the project and its first seminar on Georgian
medieval art, during which Dror Maayan, an
Israeli artist and photographer, documented
the monuments visited and created an
extraordinary initial collection of digital
photographs. This campaign was followed by
others in 2007 and 2010, mainly in Georgia,
but also in Armenia, resulting in
approximately 3,000 images, two thirds of
which (documenting Georgian art and
architecture) were subsequently included in
the KHI Photothek. They are accessible both
in paper form — as colour prints arranged in
boxes — and in digital form (online).
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A special feature of this photographic archive
is its dual documentary and artistic value.
During his trip Dror Maayan not only took
documentary photos, but also exclusively
artistic photos of everyday and religious life,
portraits of the young and the old, of monks
and laymen, market scenes, family dinners,
people in the streets, bare landscapes (with no
monuments or human presence) etc.
Although these photos were not made for the
KHI and are not part of its archive, there is
also often an artistic quality that shines
through in the images of monuments and
paintings that the photographer took for the
KHL Thus, documentary and artistic
components overlap in the archive’s images in
a non-uniform, but original and originary
way. Another aspect to consider is that, from
a documentary point of view, some KHI
photos have acquired additional value because
they represent certain states of monuments
that no longer exist. Such cases show the
fundamental role of the photographic archive
with regard to the preservation of cultural
heritage. In extremis, where the protection
and preservation of monuments fails,
photographs often remain the ‘last witness’ of
their state.

In addition to the subject of photographic
genres and the nature of photography itself,
the article considers on the one hand the
multiple ontologies and temporalities of the
photographic archive which ‘enclose’
monuments and works of art, as well as their
style, the techniques used to create them, and
their state of preservation; on the other hand,
it addresses the photograph itself in its
temporality and materiality (whether digital
or printed and glued on cardboard) as well as
the temporalities of the archive. The
contribution concludes with reflections —
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beyond the specific archive of the Georgia
Project — on alternative (or parallel) archives,
often created in less official ways; on different
ways of photographing, with non-
professional equipment in more amateur
settings, for example with mobile phones; and
finally, on the diffusion and iconization of
specific monuments in non-academic
contexts, mostly on the internet.

Keywords

Georgian and Armenian Art and
Architecture; Documentary and Artistic
Photography; Digital Photographic Archive;
Cultural Heritage; Temporality.

BYZANTIUM AND THE CHRISTIAN EAST

IN THE MONNERET DE VILLARD COLLECTION
OF THE ISTITUTO NAZIONALE DI ARCHEOLOGIA
E STORIA DELL'ARTE

Silvia Armando, Massimo Pomponi

Ugo Monneret de Villard’s multifaceted
scientific profile is mirrored in his several
publications and in his wide-ranging archival
materials, which encompass letters, work
notes and more than 6,000 photographs.
Monneret’s photographic archives are
preserved at the Istituto Nazionale di
Archeologia e Storia dell’Arte in Rome. Silvia
Armando explores these rich and varied visual
materials with a special focus on Byzantine art
and the so-called Christian ‘Orient’: through
the identification of various but consistent
sub-groups of photographs it is possible to
recompose different phases of Monneret’s
scholarly trajectory, as well his
methodological approaches and the network
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of people who contributed to build his
knowledge of the field.

Monneret’s discovery of Byzantine
monuments of Greece — undertaken with his
friend Antonio Meli Lupi di Soragna in 1912
— is largely documented and illustrated by
photographs which were both collected
before the trip and taken on site. While the
interest for architectural aspects is
undoubtedly prominent, photographs of
liturgical furnishings, mosaic and marble
decoration are also part of the collection.
Although less clearly documented, some
pictures allow to shed new light on a visit to
Amman: images of the Umayyad audience
hall at the citadel are evidence of a keen
interest for Islamic monuments, also attested
in some pictures of Diyarbakir’s Great
Mosque coming from Soragna’s collection.
Other photographs, often collected from
Italian and international photographic firms,
demonstrate the scholars’ attention for
Byzantine art and monuments in Italy. Other
pictures of ‘Constantinople’ should be related
to Monneret’s 1921 trip to Istanbul. A few
pictures of Jerusalem also attest to a trip to
the holy city.

The archaeological missions to Egypt in the
1920s are very well-documented: hundreds of
pictures relate to Monneret’s study of Coptic
churches and monasteries, including the
monastery of St. Simeon near Aswan, the
White and Red Monasteries at Sohag, and
several monuments in the Wadi Natrun. The
archive folders often include graphic and
photographic materials relating to previous
campaigns led by other scholars or
institutions, which allow to recompose the
scholar’s network, as well as to reveal his
accurate and systematic research approach.



Besides photographs and drawings from
Jacques de Morgan and the Comité de
conservation des monuments de l'art arabe,
the investigation of Christian Egyptian
materials in the archives revealed an
outstanding new discovery: the original
watercolors painted by Jean Clédat at Sohag
and Aswan in the early 20th century.
Documentation concerning Monneret’s study
of Nubian monuments (1928-1934) is also
rich. Missions to Eastern Africa are closely
related to Italian colonial expansion:
Monneret carries out studies on the Christian
kingdom of Aksum, and his direct
involvement in the infamous transportation
of the colossal stelae to Rome in 1937 — a
grotesque celebration of the newly established
Fascist Empire — is illustrated by dozens of
photographs. On the other hand, the scholar’s
promotion of Islamic art studies, in
opposition to the scienza ufficiale and in
cooperation with prominent anti-Fascists,
suggests caution to any possible moral
evaluation of Monneret’s ideological standing.
Monneret’s INASA archives also include a
series of beautiful panoramic photographs,
which document his travels on the Nile and
to several other Egyptian locations, as well as
his visit to the so-called ‘desert castles’ of
Great Syria.

As awhole, the archives constitute an internal
tool, helpful to reconstruct Monneret de
Villard’s studies and approaches, but also a
documentary reservoir with exceptional
potential for new paths of research: only the
systematic and collective study of these
materials, together with their complete
digitization, will allow for a very much
anticipated and needed valorization.
Massimo Pomponi’s contribution offers a new
perspective on the importance of the Istituto
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Nazionale di Archeologia e Storia dellArte in
the support and promotion of art historical
studies in Italy, and on the role played by Ugo
Monneret de Villard within this institution.
The connections between its founder
Corrado Ricci and the young Monneret date
well before this moment and will carry on for
decades. Under Ricci’s and Roberto Paribeni’s
direction (1922-1934 and 1934-194 4
respectively) the Istituto promotes research
through funding and fellowships, as well as
through publications. Monneret’s participation
into the institute’s activities increases across the
decades, until becoming a member of the
Consiglio Direttivo in 1947. After Monneret’s
death in 1954, his work archives were
progressively donated to the INASA, which is
still engaged in the preservation of these
materials, while aiming towards a
comprehensive digitization which will make
these precious documents available to scholars.
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Architecture; Christian Egypt; East Africa.

FROM THE UNESCO SALVAGE CAMPAIGN

10 THE ARCHAEOLOGICAL ATLAS OF COPTIC
LITERATURE: THE CHRISTIAN MONUMENTS
OF EGYPT AND NUBIA IN THE PHOTOGRAPHIC
ARCHIVES OF THE SAPIENZA EGYPTOLOGY
EXPEDITIONS

Paola Buzi

Sapienza University hosts two photographic
archives related to the Egyptological missions
carried out in Egypt and Nubia by the chair of
Egyptology, which are different from each
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other yet complementary.

The first of them consists of the photographic
materials collected during the missions
directed by Sergio Donadoni (Palermo 1914-
Rome 2015) since 1964, first in Sudan and
then in Egypt. It is stored in the Museum of
the Near East Egypt and the Mediterranean
(MVOEM) of Sapienza.

The second is much more recent, being the
result of various missions conducted in Egypt,
since 2016, as part of the scientific activities of
the ERC project Tracking Papyrus and
Parchment Paths: An Archaeological Atlas of
Coptic Literature. It is housed in the
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Department of History, Anthropology,
Religions, Art and Performing Arts and is
available to anyone who wants to use it. It
focuses on late antique and early mediaeval
urban and funerary buildings and the
evidence of re-functionalization of pharaonic
constructions as places connected to the
Christian cult.

Keywords

Christian Nubia; Christian Egypt; Pictorial
Cycles; Archacology; Egyptology at Sapienza
University of Rome.
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