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ANDREA DE LEONE, A MASTER
OF THE BUCOLIC SCENE

By Martin S. Scria

bucolic shepherd theme in literature and painting.
Tasso's shepherd novel Aminta is of 1573. Of even greater influence was
G. B. Guarini^s Postar Fido (1585). In 1590 PhiHp Sidney's EngHsh shepherd

novel Arcadia was published. Edmund Spenser, British master of the theme
died in 1599, and in 1607 in Paris Honoré d'Urfé began to pubHsh bis five
volume Astree. The Marquise de Rambouillet opened her salon, a center of
bucoHc poetry, in 1618. In 1645 the first shepherd's opera came to France
firom Italy.
Among the early masters of the bucolic theme in painting were Giorgione

and Titian, then CampidogHo and the Bassanos, ali in or near Venice. Hence it
spread to Flanders with Paolo Fiammingo and Paul Brill; to Spain with Pedro
Orrente; to France with Lorrain, Poussin and Bourdon. hi Genoa the
was Giovarmi Benedetto Castiglione and in Naples Andrea de Leone.
Andr^ was bom at Naples September i8, 1610, and died there in 1685.'

Accordmg to De Domimci s' usually imtrustworthy report, Andrea studied
first under the Greek-bom Venetdan trained Mannerist Belisario Corenzio,
whose successor as painter to the Viceroy of Naples he later became.' He could
not have .entered Corenzio s studio much before idzj. Under Corenzio's
guidance yourig Leone painted large Battle firescoes in the Viceroy's palare
Leone was principally a pupil of his relative Aniello Falcone, whose style he
continued. Blunt places Leone's activity in the studio of Falcone between 1630
and 1635.* Salvator Rosa may have been a co-student there at this time. Rosa
was bom in 161 j and became the brother-in-law of Francesco Fracanzano
in 1632. He left Naples for Rome in the late fkll of 1(538.' Leone was stronely
influenced by Falcone' and both were involved in the Masaniello revolt of
1647- Leone was in Naples during this event since his signed Portrait of Masaniello'
in the Nicolo Castellino Collection at Rome is dated in 1(547. Andreas brother
Onofrio (i6o8-i(556) married Falcone's sister Candida in 1651.' Sometime
after 1660 Leone is thought to bave shared with his fidend Andrea di Vaccaro
(id04~id7o) the fresco decoration in S. Paolo ̂ daggiore at Naples '
The date of Leone's death is usually reported as "after 1677". He signed and
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dated. in that year a series of six scenes of Saint Athanasius, stili in the Cathedral
of Naples." A statement on the back of a drawing in the Morgan Library in
New York, representing Masaniello, indicates that Leone was aHve in 1683
when he sold t-hi<; drawing as part of a sketch hook to a buyer who composed
the note." Leone died atNaples onFebruary 12,1685, at the age of seventy-five.
I sitali present three signed paintings by Leone and shaU attribute to him for

the first time four unsigned ones, hitherto beHeved to he by Castiglione.
Leone*^s known csuvre contains mosdy bucoHc landscapes with trees, rocks and
herds, as setting for Old Testament scenes, such as the signed Landscape in the
Museum at Brunswick. Another signed work of this type is the Landscape
mvìÙl Jacob Wrestling with the Angel (Gen. XXXH: 24) in the Prado Museum
(no.239; Fig. i)." In the middlegroundjacob's wives, women servants and some
of his eleven sons are leading catde, horses and camels down to the brook which
diey are to pass. This picture illustrates Leone*s greater interest in movement
into depth, as compared to Falcone. It is unusually sketchy and loose in drawing
for Leone, not to speak of Falcone, and apparendy quite late in date. I failed
to make a note of the signature when studying this picture, but the facsimile
reproduced in the Prado catalogne" might he read as "Andrea de Leone f. 70
(or 76?)", thus 1670 or 1676. Noticeable in this picture are typical features
of Leone's art: the relationship of the figures to those by Poussin, the Hghtness
and feathery nature of the slender trees, the checkered tree trunks covered
with fbliage, the tiny gesticulating figures in the deep middleground at left,
and the fairly heroic, yet romantic flavor of the landscape.
Andrea de Leone's masterpiece is surely the Departure of Jacob, signed A/DL

(on a jar carried by the horse in the center) in the Kunsthistorisches Museum
at Vienna (Fig. 2)." The painting narrates Genesis XXXI:i7-i8. Locai colors
such as orange-brown, bumt siena, pale green, lemon, vermllion and a spot
of deep blue do not mask the hot quaHty of the red underpainting. Leone's
athletic, turbaned and sandaled types derived firom Falcone are unmistakable.
Though also based on Poussin and Castiglione, the figures appear almost lost,
strewn about in a wild, broken-up and yet soothingly dreamlike landscape.
Ih a composition divided into several zones, the eye is directed back and forth
over the piane of the canvas by gestures, by slanting reptile-like tree trunks,
by spotty Hghts and darks, and the assembly of many details. Textures are
carefuUy modeled throughout, usmg the cross-hatching typical of Leone, for
instance in the herring-bone pattern of the leashed dog at the extreme right.
Most revealing of Leone, however, are the deHcate quaHty of the foHage, the
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Fig. 1- ANDREA DE LEONE, Landscape <with Jacob Wrestling loith the Angel
Madrid, Prado
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Fig. 2. ANDREA DE LEONE, The Departiirc of Jacob
Vienna, Kunsthistorischcs Muscuni
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oudine of the mountains and the frozen, vital fluidity of his lava
rocks.*'

On. the basis of the signed paintings presented (Figs. i and 2), one should
assign te Leone the Jowmey of Jacob in the Prado (no. 86; Fig. 3). This picture
may he the one called Division of RacheVs and LeaKs Flocks which hung in the
lower room of the Royal Alcazar in JMLadnd at the time Phihp IV died, and
was recorded by Mazo in the inventory of 1666." At the right, Laban seems
to accuse Jacob, who rides at the extreme left next to Rachel nursing Joseph
(Gen.XXXI:26). In view of the predominantly religious nature of Leone's
paintings, it is imlikely that a profane subject is represented as the Prado cata
logne believes.
At Madrid the painting apparendy has always been attributed to Castiglione,

Sanchez Cantón" noted that it is related to Castiglione's engravings," yet its
style cannot he linked to the Genoese at any point of the latter's career."
A typical, signed painting by Castiglione is the Diogenes in the Prado Museum
(no. 88; Fig. 4)." Of the six or seven paintings alttributed to him in the Prado
catalogne, this is the only one by Castiglione." The mythological, not re
ligious, subjea is characteristic of the Genoese artist, who treated it in brush
drawings and an etching." In the Madrid picture, Diogenes looks with a
lantem for a man but fìnds only animals, a skuU, a satyr, the flayed Marsyas,
and a drunk or despondent man pointing to a ram. Such references to man's
lower nature manifèst a pessimistic side in Castiglione's art which is quite
unlike the mood of Leone." The Diogenes may he dated about 1645. Painted
in a smooth style influenced by Venetian painting, the gracefully decorative
picture flows in the grand manner, with Httle concem for space, soUds or sepa-
ration of sculptural units. In this it corresponds to Castiglione and not to Leone.
The objects are so arranged as to achieve a continuous drcular movement.
The impact is philosophical and pagan. One misses the warmth produced by
the reddish Neapolitan underpainting of Falcone's and Leone's pictures.
Obviously, the Journey of Jacob (Fig. 3)" was painted by a hand different

firom that of Castiglione (Fig. 4). Composition, coloring, types, and even
details of brushwork conform to the signed canvas by Leone at Vienna (Fig. 2).
The locai colors—green, orange-yellow with Venetian-red shadows, ver-
milion, light blue, red-ochre and pink—correspond to those often used by
Leone. Though derived firom the tradition of Castiglione and Poussin, the
poses are common to both Falcone and Leone. The treatment of the distances
and of the feathery, airy and detailed trees agrees with Leone's art. Further-
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more a signed paintdng by Andrea de Leone of Shepherds andtheir Flocks m
the Narional Museum of Naples, shares essential motives and styk ^th thepicture at Madrid (Fig. 3). Bodi paintings show two horses in profile to the
Lht, the one farther away being lighter m color and t^ nearer one havmgaLht tali, a yoimg man standing between both horses. The center horse
the same good natured, almost smiling expression, and the sheep at the nght

A reiated, though more dramatic painting, is the Landscape with a Rider
(Rg. 6), in the Los Angeles County Museum." Particularly stimulating are
the growing, fantastic quality of the foreground vegetation and of the rock
in the center background. Hermann Voss, believing the painting to he by
Castiglione, spoke of its "warm evening mood, staffed in bis /"CastigHone'sy
known ar^dtan manner by herds of cattle and shepherds in timeless costume.
I believe that a biblica! subject is shown and that the mood is closer to Leone
frlnan to the Gcnoese master." The brushwork is certainly in the manner of
Leone: one may observe the hatching in the sheep, the horse and the other
animak, as well as in the arm and leg of the rider. The picture as a whole
agrees with the Shepherds and their Flocks in the Naples Museum, signed by
Leone. The horse reappears in Figs. 2 and 3. The hands of the rider may he
compared to those of a seated man in a drawing by Leone in the Naples
Museum.** The dog at the extreme left recurs in the same pose in at least three
other Works of Leone.**

A biblica! subject at the Prado (no. 2314: Fig. 5), hitherto given to Castig
lione, is the Sacrijice of Noah" which I believe was painted by Leone. The
scene shown is Genesis Vili: 20-22 and DC: 1-17- Noah's three sons, Shem,
Ham and Japeth, are seen in the foreground and at the left, while the ark at the
upper right rests on mountains conforming to Leone's style. Nearby, along
the ridges, one sees drowned men and aninials. As in Leone's other paintings,
the solids are sharply separated and the folds are drawn in a linear style avoided
by Castiglione. The colors too conform to Leone, firom the hot reddish glow
produced by the underpainting to the loca! hues of siena with green, pink and
Siena, blue-green, vermilion, pale red with orange, and red-ochre. The three
sons of Noah, especially the standing figure at the extreme left, are closely
lioked to Falcone fi'om whom they derive. Having seen this picture and
numbers 86 and 239 (Figs. i and 3) side by side in the Prado, one feels certain
that al! three were painted by Andrea de Leone.

Essentia! sources ofLeone's art are compositions by Poussin and Castiglione.' *
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Analyzing the Sacrifice ofNoah, Blunt concluded dut it was not by Po^in
nor by CastigUone, "though closely connected with his style and b^ed on
dra-wmgsbyhmi."Iii 1948, studying paintìngs by Falcone md Leone at Madnd
and in the Naples Museum, I realized tbat the pictures m tbe Prado (Fi^. 4 and
ti were bv a Neapolitan foUower of Falcone, probably by ̂Uone. This im-
pression was confirmed wben seeing tbe Vienna Leone (Fig. 2) m Washington
in 1949. Tbe foregoing study of Leone s paintmgs was dr^tód m tbat yrar,
before reading Anthony Blunt's exceUent article, largely dedirated to a dis-
cussion ofLeone's art. Blunt carne to bis study of Leone from bis preoccupa-
tion witb tbe oeuvre of Castiglione and Poussin. His attribution to Leone
proceeded ftom a literary reference, buttressed by sound stylistic analysis.
My own studies led to Leone firom the art of his teacher Falcone, and were
based on reasons of style and subject matter. Oùr resuits are complementary:
the three paintings and two drawings published by Blunt as by Leone make
even more certain that artisf s authorship for the pictures claimed for him in
the present article."
The signed Equestrim Battle ofHebrews and Amalekites (Fig. 8)," in the Naples

Museum difièrs firom the style of Falcone in the more sketchy execution.
Leone was less concemed with formai balance. He endeavored to increase
movement firom foreground to background, that is, perpendicular to the
picture piane. His faces are less carefiiUy and less solidly drawn than those of
Falcone. Instead of the latter's usually blended brushstrokes, Leone prefers a
characteristic cross-hatching. Other Old Testament battles or battle-like scenes
by Leone are the Battle ofjoshua (Rufib CoUection, Messina, 1675), the Priests
with the Afk of the Covenant Passing the Jordan (Joshua HI: 15), exhibited at
Naples in 1877, hi 1923 in the hands of a dealer at Dresden."
I should like to conclude this study by attributing to Leone the Elephants

in a Roman Circus in the Prado (Fig. 7; no. 91)." This picture is one of the
most Falconesque of ali paintings here given to Leone. It is so clearly inspired
by Roman painting that it may have been done at Rome. This supports Blunt's
thesis" that Leone was temporarily active in that city. Borrowings firom
Roman paintings are seen in the Poussinesque types of the figures and in the
general composition which seems inspired by a fi-ontal view of elephants in
Giulio Romano's Battle of Scipio and Hannihal, better known as the Battle of
Zama, 202 B.C.''
The seldom shown subject matter of the painting is especiaUy mteresting.

Eight richly caparisoned elephants appear in a Roman triumph, each ridden
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bv a mrbaned mahout, four of whom hold branches. The elephanB are pre-
ir,; music-making men slaves, wearmg wreaths on their heads

Z Zzs Ltomary'for the particìpants in a Roman triumph. These daves are
sounding tambourines and cymbals. At the extreme left a sacnfiaal fire is
bri^g in a tripod next to an obeUsk of which dtere were several set up m
STL. The L is explained by the rehgious ongm of the Roman trmmph.
The exdted, gesticulating spectators, aU male, stand on Ae steps of the Circus,
r the upper right. While I cannot shed as much hght as desirable on the
leaning of the scene, one shouid recaU that Dionysus, the wine god
considered the inventor ofthe Roman triumphs and that he was connected wilh
triumphs at least since the famous pageant staged by Ptolemy II m Alexandria
in the third century B.C." Alexander the Great participated in a triumph,
appearing as the Bacchio god and preceded by elephants brought back from
bis Indian campaigns.
Roman sacropliagi firequently show Dionysus riding on elephants and they

reproduce the Indian triumph of the wine god with elephants. This may ex-
plain the Bacchic behavior of the men in the foreground. It is recorded that
on occasion the elephants themselves, properly trained, danced in the drcus,
one of them even beating the cymbals.'*" Pliny states that Rome saw its first
elephant triumph after the viaory over Pyrrhus at Benevento in 275 B.C."*^
Many years later appearances of elephants at Roman triumphs** are recorded
by Pliny with amusing details, including the dancing performance of these
animak at the Games given by Germanicus Caesar in 10 A.D. which the Prado
catalogne of 1910 suggested as the subject ofthe picture by Leone. The triumph
customarily ended in the Circus, usuaUy the Circus Maximus.**
In the picture here attributed to Leone, the elephants are painted so realisti-

cally that one surmises the artist knew the animai de visu and not merely
through classical and Renaissance works of art. From 1260 to 1655 only three
elephants** are ascertained to bave been brought to Italy: in 1520, in 1630 and
in 1655. It is the last date which is the most likely fot the picture in the Prado.
Its attribution to Leone is made certain by the reappearance of the second
elephant firom the tight with his raised trunk in the right background of
Leonek signed Equestrian Battle ofHehrews and Amalekites (Fig. 8).*'

In the University Art GaUery of the University of Notte Dame is an un-
known work by Leone representing an unidentified saint garbed in white and
foUowing the Benedictine Rule. He admonishes a kneeling knight, apparently
an erstwhile enemy, I hope to pubUsh this later more fuUy.**














