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Abstract

In his treatise-dialogue entitled Figino, the Lateran canon Gregorio Comanini, basing
himself on Aristotle's Poetics, reread through the vulgarization of Ludovico Castelvetro,
establishes a precise parallel between the six "parts" of tragedy and those which he considers
to be the corresponding parts of painting 1 . In the last comparison Comanini develops the
relationship between the melody of the verse and the harmony of colours, underlining how
painting and poetry have in common with music the very principle of harmony. To better
explain this concept, Comanini introduces, not without a certain erudite satisfaction, the
meticulous analysis of a chromatic-musical research that his friend Arcimboldo had
experimented with a few years earlier at the Prague court. The canon reports the painter's
words with such accuracy that one can safely assume that Arcimboldo himself wanted to
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check the text before it was sent to print 2 . With this Arcimboldo experiment, the poetry-
painting parallelism results in a sort of ut musica pictura: the painter tries to demonstrate
how at the basis of music and painting there was a common harmonic system based on the
consonances deriving from numbers. Comanini begins his account by referring to the
theoretical foundations of the Arcimboldo experiment, that is, the Pythagorean consonances:
"I want the aforementioned Arcimboldo to prove to you, who discovered the tones, and the
semitones, and the diatessaron, and the diapente, and the diapason, and all the other musical
consonances within the colors, with precisely that art which Pythagoras invented the same
harmonic proportions."

As can be seen, Comanini uses terms that are not particularly familiar to us and require,
before continuing the actual analysis of the Arcimboldo experiment, a little clarification. The
precise reference is obviously to Pythagoras (or rather, to what tradition attributed to
Pythagoras) and to his well-known proportional theory of music. Comanini himself, to help
the reader understand the profound meaning of Arcimboldo's chromatic investigation,
continues his 'report' by proposing a brief summary of the event that gave rise to the
Pythagorean theory:

"For as these [Pythagoras] having noticed in the forges, that from the blows of the
hammers on the anvil the consonance resulted from the order of their weights, and having
collected those numbers, with which their diversity concurred to form a common melody
from many consonances, he stretched out some blacks, to which he attached as many
varieties of weights, as he had observed to be in those hammers of the blacksmiths, […]." We
can better understand the meaning of the words of the Pythagorean experimentation
summarised by Comanini if we look, for example, at the famous quadripartite image
published at the end of the fifteenth century in the text by Franchino Gaffurio entitled
Theorica mvsice (fig. 2). In the first panel of the woodcut the beginning of Pythagoras'
research is illustrated (cited precisely by Comanini) 3 . According to tradition, Pythagoras
discovered musical relationships by initially hearing, by chance, the sound produced by
hammer heads of different sizes striking anvils. The story of the hammers and the
subsequent identification of musical proportions by Pythagoras was widely known in the
Renaissance, especially through the account given by Boethius in De institutione musica (I,
10) and Macrobius in his Commentarii in Ciceronis somnium Scipionis (II,1,(8)(9)(10)(11)(12)
(13)(14)(15)(16)(17)(18)(19)(20)(21)(22)(23)(24)(25). Gaffurio himself, like other theorists
who dealt with music, cites, not by chance, Boethius and Macrobius in his treatise 4 . It is very
probable that Comanini (and obviously also Arcimboldo), as has been observed, knew in
particular the version given by Macrobius 5 . Let us return to the xylography of Gaffurio's text.

James Berra
Ut musica pictura: Arcimboldo and the search for "musical consonances within colours"
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In the other panels the same concept of the relationships between musical
measures/proportions is illustrated with the example of bells, partially filled glasses, strings
that are stretched by different weights and flutes of various lengths. Whether we are referring
to hammers, weights that stretch the strings (as indicated in Comanini's text) or other
objects, the concept is always the same: Pythagoras, in the relationships that are created
between the numbers 16, 12, 9, 8, 6, 4 (which are indicated on the individual objects to qualify
their size) has identified precisely the proportions inherent in the different musical intervals 6
. In essence - referring only for clarity to the example of the bells illustrated in the second
panel of the engraving - if two bells indicated with different numbers according to their size
are rung simultaneously, different musical intervals are obtained. For example, if we strike
together the bells designated with the numbers 12 and 8 (numbers referring to their different
sizes) we have a ratio of 3:2 called sesquialtera or diapente, which we call a 'perfect fifth' (for
example the interval of C-G). If instead we strike the bells with the numbers 16 and 8 (as
Pythagoras is doing in the engraving) we have a proportio dupla or diapason (2:1), that is, an
'octave' (C-C1). And so on. To simplify, here is the scheme that will help you better understand
Comanini's complex discourse, which, it should be reiterated, is reported in Arcimboldo's own
words 7 : 2:1 proportio dupladiapason (octave) (example: C-C1) 3:2 sesquialteradiapente
(perfect fifth) (example: C-G) 4:3 sesquiterzadiatesseron (perfect fourth) (example: C-F) 9:8
sesquiottavatonus (whole tone) (example: C-D) 3:1 proportio tripladiapason diapente (twelfth)
(example: C-G2) 4:1 proportio quadrupladisdiapason (double octave) (example: C-C2).

All the intervals mentioned by Comanini had also been graphically rendered in a clear
engraving present in the text by Gaffurio himself (the numbers seem different but represent
the same proportions: for example, the ratio 12:16 is nothing other than 3:4 etc.; fig. 1) 8 . It
should also be noted that the use of the harmonic-musical proportions of the Pythagorean
tradition was very frequent in the architectural field 9 . Not only that. Giovanni Paolo Lomazzo
himself had also recalled them to define the proportional relationships of the various parts of
the human body. For example, he says that the space between the nose and the chin and that
from the chin to the base of the neck "comes to resonate in a double proportion that makes
the Diapason" and so on 10 . It is evident that the insistence on the use of musical
proportions contributed in some way to ennobling painting as well, which in this way could
also be based on music, that is, on one of the arts of the quadrivium (arithmetic, geometry,
astronomy, music).

Having clarified the meaning of the terminology used by Comanini, let us now see
precisely what Arcimboldo's experiment actually consisted of. The canon, therefore, still
referring to the Pythagorean experiment of the "nerui" (i.e. the extendable strings) pulled by
different weights (as can also be seen in the illustration of the text by Gaffurio; fig. 2), begins
to tell us about the first step of the chromatic-musical experiment developed by the Milanese
painter:
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"& then [Arcimboldo] discovered that from a black, which advanced the other by a
sisquiottava proportion in its extension, a tone was born against this other, that is, a full and
perfect sound, which was the proportion of nine to eight; just as [Pythagoras] by placing on a
table an extremely white color, and darkening it somewhat part by part with black, he derived
from it the sesquiottava proportion, and the tone itself: […]."

Note how Comanini always uses only the example of the gradation from white to black,
but, as he himself will say later, the same applies to five other different colours mixed with
white which will be discussed later: white-yellow, white-green, white-blue, white-black, white-
tan 11 . Therefore, in the illustrative examples of this essay, instead of just black-white, I will
also use the other colours to get a complete idea of Arcimboldo's intentions. Then Comanini's
narration continues as follows:

"[Arcimboldo] advanced in this Pythagoras: that where the acute Philosopher could not
divide the tone into two equal semitones, because not even the number nine tolerated the
division into equal parts; but he did indeed find a semitone somewhat greater than the half;
and another somewhat smaller than the same half, commonly called diesis by professors of
music; this most ingenious Painter not only knew how to find the said semitones greater and
lesser in his colors; but also the division of the tone into two equal parts: thus he went lightly
and sweetly by obscuring the white with black, always ascending step by step to greater
blackness, just as from a low sound one gradually increases to a high and above high."

In this last part of the passage the very thorny question of the division of the tonus (9:8)
is addressed, which had been widely investigated in the various treatises which had dealt
with the complex aspects of musical theory. Comanini says that the "number nine suffers
division into equal parts" and it has been observed that he (and Arcimboldo) is mistaken in
that it is incorrect to say that the number 'nine' cannot be divided 12 . In reality, as we have
seen, the Mantuan canon (who certainly meant to speak of the ratio 9:8) cites in particular the
text of Macrobius (II, 1, 22) which presents the same oversight 13 . According to the
Pythagorean theory, the division into two equal parts of a tone, corresponding to the ratio 9:8
(and therefore not to the number 9 alone), gave an irrational number. Therefore the tone was
divided into two unequal semitones, one of which was called minor (which Comanini also
calls "diesi") and the other called- "He did the same with the diapente, that is, the fifth. For just
as Pythagoras found it in the proportion which is called sequialtera; which is when the greater
number embraces the lesser once, and in more than its half; as it would do between three and
two; because three contains two once, and adds to it the unity, which taken twice makes two;
so Arcimboldo, extending the black with this same proportion was the white, and giving it five
degrees of darkness, as in the diapente there are five sounds; he expressed the nature of this
same consonance of the light." The experiment continues with the twelfth interval that is born
from the union of the diapason with the diapente (triple proportion; 3:1), that is, C is the white
while G (that is, after the first octave) is obtained by increasing the white by "twelve degrees
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of darkness", that is, C-G2 (fig. 3).

"What shall I say? Pythagoras saw that from the diatesseron and the diapente the
diapason was born: and Arcimoldo [sic] observing these two proportions, produced the
octave in his colors. The former from the triple proportion produced the diapason diapente,
which is the twelfth: the latter with the same proportion ascended to give twelve degrees of
darkness to white."

Finally, the conclusion of the experiment appears, which clarifies the previous steps even
better. It is the disdiapason, that is, the quadruple proportion (4:1), or the double octave,
which Comanini also calls "quintadecima", and which the Pythagoreans considered the
maximum musical proportion: essentially from the note C to the C two octaves above (C-C2).

"He also did the same in forming the disdiapason, that is, the fifteenth, which is
generated from the quadruple proportion. And what I say of the color white and black
together, I also say of all the other colors. For just as he went on gradually shading the white,
and reducing it to sharpness; so he did with yellow, and with all the others: […]." The first C is
white, the C two octaves above is instead the saturated color. In Comanini's example it is
black, but as has been repeated above this is true for all the colors he cites (fig. 3).
Arcimboldo, therefore, must have asked himself this before developing his experiment: given
a double octave in music (with the problem of the division of the tone) and given the different
possible chromatic passages between white and a particular saturated color, what analogies
can be traced in the two expressive systems, sound and color, if we take the mathematical-
Pythagorean theory of proportions as a point of reference?

As we have seen, in all the passages of the experiment described by Comanini there is
the schematic repetition: like Pythagoras… so Arcimboldo… And this approach certainly
derives from the fact that it was precisely the painter's intention to confront himself with an
ancient text on the one hand and surpass it in originality on the other. In a passage that we
have seen above there is even the or-352 to instead major 14 . These are numerical
calculations that appear completely abstruse to us, but which were instead familiar to the
musicians of the time. Therefore, in essence, they were aware at that time that the
Pythagorean theory determined problems in the subdivision of the semitone. The
Pythagorean tradition, in fact, considered consonance as an autonomous mathematical
value, certainly prior to sensation, and in fact determined a fracture between numbers and
concrete musical experience 15 . Arcimboldo, therefore, must have been proud of being able
to propose in colouristic terms the 'resolution' of the problem of the division of tone, and it is
no coincidence that Comanini, speaking of his painter friend, uses in this passage the
expression "most ingenious painter".

Today we are accustomed to dividing the octave according to equal temperament,
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according to which, for example, C# and Db are considered the same note (like the black key
on the piano), while at that time these semitones were considered different and some of them
were missing altogether. During the sixteenth century, to overcome the inconveniences of the
difference in semitones, the so-called "equal temperament" began to be developed, that is,
the division of the chromatic octave into twelve equal semitones (the term 'chromatic', when
referring to a musical scale, as is known, does not refer to the colours, but to the presence of
the different semitones). Comanini's observations regarding tone, therefore, are particularly
important because they testify to how the Milanese painter had developed a 'chromatic' scale
(and in this specific case the term also alludes to the actual colour) which included three
different types of semitones: the minor semitone, the 'just' semitone, the major semitone (fig.
3). In order to obtain all the colour transitions of his experiment, Arcimboldo must have
scrupulously calculated the various chromatic gradations by precisely weighing the white
pigment and the other colour in order to obtain the exact proportionality in mathematical
terms (just as Pythagoras had initially identified the intervals from the weight of the hammers
on the anvil).

Let us now see how Comanini tells us about Arcimboldo's method of identifying the other
chromatic proportions. After the tone (and the semitone), he continues with the identification
of the musical proportion 2:1, that is, the proportio dupla or diapason, for us the octave.

"Add, that just as Pythagoras, touching a string which had double the weight, and was
therefore doubly stretched more than another; and striking at the same time this one, which
was doubled in length by its companion, found the diapason, or the octave, as we wish to
say; while one of the strings, being doubly [sic] more stretched than the other by the force of
the weights, also doubly, that is with double vehemence, and returning to its straightness with
speed, made a high voice; and the other, as if twice less stretched than the neighbouring one,
returning more slowly to its former straightness, made the voice low; which two voices
nevertheless were so friendly, that they seemed to be the same sound, but in one string
narrower than itself, and in another broader; so Arcimboldo, obscuring in double proportion
this white more of that other, has formed the same proportion of the diapason, ascending
with eight degrees of darkness from the deepest whiteness; however, the same whiteness is
numbered, and placed in the first degree."

So, assuming that we start from the note C, we have pure white for C and a double
proportional increase of the other color (which can be gray as in the example given by
Comanini - but also light green, light tan, etc.) to arrive at C of an octave higher, as can be
seen in the diagram proposed here (fig. 3). As has been said, to obtain this proportion of the
tuning fork (2:1) Arcimboldo must have diligently mixed a certain quantity of white pigment
and an exactly double quantity for the other color. The experiment continues with the
identification of the proportion 4:3, sesquiterza-diatesseron (perfect fourth), or interval C-F
(fig. 3). "Moreover, just as the one [Pythagoras] seeing the sesquiterza proportion in the
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strings, found the diatesseron, or the fourth; so the other [Arcimboldo] giving to a white in
sesquiterza proportion the dark given to another white, likewise formed this same ratio, from
which the diatesseron is produced; as is the proportion between four and three, in which the
four contains once the three, and the third part, which is the one, because the one repeated
three times, makes three." Same procedure for the diapente-sesquialtera (3:2) or perfect fifth,
or interval do-sol, composed of five sounds: do is the white while sol is obtained "giving it five
degrees of darkness" (that is, light grey or also light green, light yellow etc.; fig. 3).

Fig. 3
The chromatic-musical proportions according to the experiment of Giuseppe Arcimboldo

(graphic designer of the author) Arcimboldo claims to have arrived with his chromatic
experiment where Pythagoras (according to the version known through Boethius, Macrobius
and the theorists of music of the time) had not succeeded. In fact, while Pythagoras 'had not
been able' to divide the tone into two exactly equal parts, Arcimboldo, on the contrary, using
the various gradations of color, had succeeded in precisely dividing the chromatic tone. Not
only that. He had also been able to maintain the minor and major semitone. In essence, the
painter with his experiment created a chromatic scale of two octaves whose tones are
divided by minor semitones, major semitones and also by 'just' semitones, those that today
we would call 'tempered'. The Pythagorean procedure, as we have seen, had led to an
impasse in the division of the tone into equal parts (in reality only in some instruments such
as the harpsichord), while the painter had resolved this issue through the use of minimal
shades of colour 16 . Arcimboldo, as a probable lute player (as will be said later), knew well,
based on the practice of lutenists, that the octave could be divided into twelve equal
semitones (each of which with an approximate ratio of 18:17) through the use of rods to be
placed on the neck of the instrument (fig. 4) 17 . Therefore, in all probability, when thinking of
the division of the tone into two equal semitones, Arcimboldo had in mind in particular the
division of the notes played with the lute (which is essentially based on equal temperament),
while in considering the minor semitone and the major semitone the painter had in mind the
typical musical practice, for example, of the harpsichord. In tackling this problem of tone,
Arcimboldo demonstrated a notable musical culture that certainly allowed him to consciously
tackle the elaboration of designs for costumes of various characters, also linked to music, to
be used for celebrations and/or tournaments. For example, for the tournament held in Vienna
in 1571, the artist designed the figure of "Arithmetic conducted by the Italian Pythagoras and
the Greek Euclid / Green dress" and also a "Music" depicted by a character (Boethius or Arion)
holding a stringed instrument, figures that were part of the seven liberal arts (fig. 5) 18 .

The words of Comanini that have been analyzed up to now concern the actual
experiment of his painter friend based on theoretical-Pythagorean foundations. In the last
part of his exposition, however, Comanini continues - unfortunately in a much more synthetic
way - indicating a different relationship addressed by Arcimboldo: that between the colors and
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the different melodies of a polyphonic piece for five voices. In the sixteenth century, a
polyphonic piece could have four, five or six contemporary melodic voices that formed a
precise harmony. Arcimboldo, therefore, after having identified the harmonic relationship
between two notes and two colors, also identified a particular color to be associated
specifically with one of the voices of the polyphonic song. 6). In choosing the type and
number of colours, seven (including black, even if he does not use yellow for one of the
polyphonic voices), Arcimboldo certainly based himself on a precise Aristotelian tradition
which had investigated the phenomenon of colours and which had also been taken up by
Gerolamo Cardano and Lomazzo 19 . Comanini speaks of the mutual capacity of colours to
'obscure' each other, just as one polyphonic voice is followed by another: this is, he
essentially states, the analogy between colours and polyphonic voices. It has been noted,
however, that Arcimboldo, distorting the normal codes of meaning of colours (high-light, low-
dark) has assigned the bass part to white (in reality he speaks of white, but indirectly means
the pair white-black) and the high part to dark tanè (red/black). This is not, however, an
oversight by the painter. In his treatise Sopplimenti mvsicali, published in 1588, Zarlino
presents a complex explanation of the association white/low and black/high, essentially
establishing the following passages: white, or fire-light-sun, therefore large body and
therefore low sound; black, or darkness/earth, therefore small body and consequently high
sound. This explanation was published after the experiment of the painter, but evidently these
were notions that were circulating in those years 21 .

If we hypothesize the extension of the Arcimboldo procedure to all the colors he
indicated, we would have a graduated succession of six chromatic scales that from white
transform into six different colors: black-white, yellow-white, green-white, blue-white, black-
white, tan-white (fig. 7). Note how in each of this white+color sequence a coloristic gradation
is determined that can recall the Leonardesque "sfumato" that Arcimboldo, son of Biagio, a
painter working in the Leonardesque circle, must have known well 22 . Comanini's definitive
conclusion to the long discussion on Arcimboldo's experiment - this one even more synthetic
than the discussion on the voice/color relationships - concerns precisely the concrete
application of Arcimboldo's theorization and its insertion in a historical context. Comanini
concludes: "Trained in this order, Mauro Cremonese, musician of the Emperor Rudolph II,
found on the bass fiddle all those consonances that Arcimboldo had marked with colors on
paper." Even these few words are significant. The painter, therefore, reported to Comanini an
experiment he himself had developed a few years earlier at the imperial court of Rudolph II.
Therefore, taking into account that Rudolph became emperor in 1576 and the painter left his
court in 1587, we have the time frame in which the painter and the Cremonese musician
concluded the experiment. More precisely, it gave seven keys for the notes and twelve for the
semitones. It, in fact, differentiated, for example, C# from Db, and introduced a semitone also
between E and F and between B and C 33 . This type of harpsichord will be the object of
particular attention especially during the seventeenth century. But already towards the middle
of the sixteenth century attempts were made in this direction and the research of Gioseffo
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Zarlino and Nicola Vicentino was fundamental. Zarlino describes and illustrates a harpsichord
with more semitones in his Istitvtioni harmoniche of 1573 34 , while Vicentino in his treatise
describes the characteristics of the "archicembalo" that he had built (now it no longer exists)
and in another of his texts also speaks of a similar "arciorgano" 35 . Of the two instruments
by Vicentino there is also a beautiful illustration on the front of a medal (on the back instead
his portrait appears) that the musician himself had made by a Milanese sculptor of the
second half of the sixteenth century, an artist who could be identified with Annibale Fontana
(fig. 8) 36 . This "archicembalo" was equipped with two keyboards tuned differently so that it
could reproduce all the possible sounds (and therefore also different semitones) used in the
three genres of ancient Greek music, namely the diatonic, chromatic and enharmonic genres
37 . The Vicentino was born in Vicenza in 1511, but was active above all as a musician (and
also as a parish priest) at the church of San Tommaso in Terramara in Milan (by explicit will
of San Carlo) from 1565 until 1577, the year of his death. Therefore in the city where
Arcimboldo was trained there was a musical ferment, even on a theoretical level, which
cannot fail to have infected the painter. Arcimboldo may therefore have been familiar with the
theories of Vicentino (also cited by Lomazzo 38 ) since, as is known, the artist returned to the
Lombard capital several times and in particular in 1576 or 1577 to make his will 39 . It should
also be taken into account that the painter must have had a good knowledge of the music
produced for the Milanese cathedral in the years in which he had worked there before moving
to Vienna. We also know with certainty that Arcimboldo 'physically' knew the cathedral's
organs since it appears from three documents that the painter in his first years in Milan had
also carried out work for two of them. In fact, in a document dated 28 February 1554 a
payment in favour of the painter is recorded "pro ejus mercede pingendi in parte antas
organi": it must have been, perhaps, the organ of Leonardo d'Alemagna 40 . Instead, two other
unpublished archive documents show that Arcimboldo had also intervened to carry out work
on an organ that can be reasonably identified with the one that Gian Giacomo Antegnati was
completing in those years. In fact, in a document dated 30 December 1556 we read that the
'masters' Giuseppe Arcimboldo and Andrea Meda (he is the father of Giuseppe Meda) had
received seventy lire and nineteen soldi for purchases made for work on the organ case:
"partim magistro Joseph Arcimboldo et partim magistro Andree de medda pictoribus
occaxione diversarum rerum per eos emptarum pro usu capse dicti organi ab hodie retro […]
libras LXX solidi XVIIII denarios -"; while in the other document, dated 29 December 1557,
there is talk of a payment for the priming of the organ doors: "magistro Joseph de
arcimboldis pictori pro Jngiessatura antarum organi suprascritpi […] libras VIII solidis XIIII
denarios VI" 41 .

But let us return to the question of the harpsichord. Similar to the instrument developed
by Vicentino was the "clavicymbalum universale", with nineteen keys for each octave, which
Michael Prateorious testified was in the possession of Charles Luython at the Prague court
42 . We do not know whether Sinibaldi used the same harpsichord or a similar one that had
several semitones. Comanini's few words are too generic to hypothesize anything more

TRANSLATION 9



precise. However, the canon explicitly says that "those consonances", that is, those specific
to the experiment he had spoken of before (diapente, diapason, etc.), "had been marked with
colors on a piece of paper" and that they were 'found' by Sinibaldi. As already mentioned, it
does not say that Arcimboldo, once he had found the consonances, had used them to draw
up a sort of chromatic score, developing a new system of musical notation - as some
scholars have erroneously maintained - which would have been even worse than the systems
in use at the time (for example, it would not have been possible to establish the duration of
the note) 43 . Sinibaldi, therefore, should have, with the vivid memory that emerges from
Comanini's words, it must have been the eighties. We also have the name of the accomplice
in his enterprise: "Mauro Cremonese dalla viuola". This musician has been correctly identified
with the Cremonese Mauro Sinibaldi (Cremona, 1541-1591), a viola player active at the court
of Maximilian II and also of Rudolf II 23 . Lomazzo himself had spoken of him in his treatise
of 1584 indicating him precisely as "Mauro Sinibaldi Cremonese", while in his Rime of 1587
he had cited him as "Sinibaldi" player of "viuola" 24 . Most probably this Cremonese musician
was a virtuoso of the viola bastarda 25 . We know for certain, therefore, that the musician,
"trained" by the painter on the results and specific Pythagorean-chromatic conclusions, which
had been "marked with colors on a paper", "found all those consonances on the
grauiciembalo". Note how verbs indicating a real performance such as 'play' or 'perform' are
not used. Instead, the verb 'find' is used to indicate that essentially the musician could have
identified and traced on the instrument the same musical consonances that the painter had
expressed through different shades of color on a "paper". In any case, Arcimboldo's
collaboration with a professional musician (who may have even helped him in part 26 )
presupposed a perfect knowledge of musical theory on the part of the painter himself, who
certainly also had to be able to play an instrument, most likely the lute. It is also well known
that in the past many painters had dabbled, even at a very high level, in playing musical
instruments, with a certain preference for the lute 27 . And perhaps it is no coincidence that in
an inventory of 1621 a lute associated with the painter's name is also mentioned: "Eine
Lauten vom Arciboldo", perhaps to be identified with "Ein Perspektif lautten (?)" reported in
another inventory of the imperial collection 28 . Most probably it was a drawing of a lute in
perspective elaborated by the painter, perhaps in the wake of Dürer's well-known
demonstration 29 . It should be noted that Sinibaldi was a viola player and for the experiment
he used the "grauiciembalo". Why this choice? In reality we have seen that Arcimboldo's
experiment presupposed the possibility of playing both major and minor semitones and the
'correct' semitones. And this was not possible with the viola, which had bars on the neck for
the division of the 'correct' tone 30 . And perhaps this is also the reason why Arcimboldo did
not use the lute, but entrusted his musician colleague (who, although not being a specialist,
must have also been able to play the harpsichord) with the concrete conclusion of his
Pythagorean-chromatic experimentation.

But what kind of "grauiciembalo" was the one used by Sinibaldi? As has been said, the
harpsichord of the time lacked some of the necessary semitones and there could be
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intonation problems when the instrument was associated with the voice (or other
instruments) 31 . From the end of the sixteenth century, therefore, other semitones were
gradually added to the harpsichord. The result was a different instrument which, at the
beginning of the seventeenth century, was called the archicembalo or enharmonic chromatic
harpsichord 32 . The most common was the nineteen-key chromatic harpsichord which
included- 1986, pp. 147-170. 16 On this aspect see also Pavan 1998, p. 27. 17 Cfr. Zarlino
1588, p. 209. On the question of the subdivision of the octave in the lute, see Rasch 2008, pp.
253-254. 18 Cfr. Kaufmann 1978 Beyer 1983, pp. 18 (fig. 4), 74 and pp. 20 (fig. 6), 75; Lindell
1990, p. 265, fig. 7. Speaking of drawings for parties and tournaments, I take this opportunity
to point out a beautiful drawing with a Costume of Mercury - preserved at the Israel Museum
in Jerusalem ("The Vera and Arturo Schwarz Collection of Dada and Surrealist Art") -
attributed to Arcimboldo in the museum catalogue: cfr. Dreaming with Open Eyes 2000, p.
134, n. 19. It seems to me that the attribution is sustainable, even if, knowing only the small
photo published in the catalogue, I reserve the right to express a more well-founded opinion
after I have had the opportunity to see the drawing directly. 19 See respectively Cardano 1663
a , II, p. 552; and Lomazzo 1584, p. 306. Kemp (1994, p. 303) has actually underlined that the
colours cited by Comanini were those of the Aristotelian scale. On the different 'scales' of
colours reworked also in the wake of the Aristotelian tradition during the sixteenth century,
see in particular: Barasch 1963; Barasch 1992, pp. 185-198; Gavel 1979. See also Tornitore
1988 See, for example, Tornitore 1985, p. 69 (substantially taken up again in Tornitore 1987,
p. 347 and Tornitore 1988); Pa- van 1998, p. 28. 21 Cfr. Zarlino 1588, pp. 174-175. See also
Kemp 1994. On these aspects of "sfumato", see Barasch 1992, pp. 96-99, 197; with reference
to the Arcimboldo experiment, Gage 1993, p. 230. On the relationship between music and
pictorial theory in the sixteenth century, see Suthor 2008. 23 Cfr., in particular, Lindell 1988
and Lindell 1994, p. 267. Oddly enough, for example, Vergo (2005, p. 231) claims that the
musician has not yet been identified. 24 Lomazzo 1584, p. 348;Lomazzo 1587, p. 164. 25 Cfr.
Woodfield 1986, p. 242, note 8. 26 See Lindell 1994 Lindell 2006, p. 27, note 19. 27 See Paris
1940. It is also known that Caravaggio himself, as emerged from a document dated 1
September 1605, knew how to play (we do not know at what level) the "guitar": see Ossola
1971, p. 157; Praz 1971, p. 28; Ferrari-Bravo 1975, pp. 39-40; Veronesi 1977, p. 7; Porzio 1979,
p. 27; Berra 1996 a , pp. 58, 61, note 62; Giuntini 2008 Giuntini -2009 in all probability,
recreated with the keyboard all the intervals identified on the "paper" by Arcimboldo, so that
one could see the 'intervals' of the colours placed on the "paper" and at the same time hear
the sound of the same 'intervals' which were precisely based on the common denominator of
the mathematical-Pythagorean consonances. For example, if a white and a black (or a white
and a green) were painted on the "paper", the musician played the double octave; if a white
and a particular grey (or a particular shade of blue) were painted, Sinibaldi made the diapente
or fifth interval resonate (for example C-G); if instead two minimal shades of a colour were
laid out, a note and one of the three identified semitones were played (for example C and C#,
or, with a different shade, C and Db). On the "paper" the different musical consonances were
indicated with those different colors that, as we have seen, Comanini spoke to us about,
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according to a gradation taken from the structure of a five-voice song. The musical
consonances found by the musician on the harpsichord were therefore based on the
gradations of five pairs of colors: black-white, green-white, blue-white, black-white, tan-white.
In essence each color pair had to be 'found' in a specific part of the keyboard. And if white
was associated with the bass, the consonances could only be played on the left part of the
keyboard of the "grauiciembalo", while that of the "canto", for example, that is the highest,
was entrusted to the consonances with the tan color to be found in the right part of the
keyboard. If each pair of colors, says Comanini, had an extension of two octaves, it is clear
that they could overlap on the extension of the keyboard of the instrument (as obviously also
happens in the extension of the voices of the song).

In essence, therefore, the meaning of the painter's experiment was the attempt to
experiment 'scientifically' and 'mathematically' with the degree of harmony present in the
chromatic consonances within a single colour, placing white and a saturated colour as
extremes. Obviously, one cannot help but observe that his experiment also had a certain
degree of inevitable arbitrariness: the identification of the double octave as a reference, the
use of some particular colours and not others, the choice not to address in his experiment the
possible mathematical-Pythagorean consonance between two different colours, for example
between tan and light blue, between yellow and green and so on 44 . However, it must have
appeared as an absolute novelty, perhaps particularly eccentric, but not devoid of objective
elements (obviously with respect to the culture of the time). We can therefore imagine, even if
unfortunately we have no evidence to this effect, that Emperor Rudolf II and his learned court
must have greatly appreciated this 'curious' experiment oscillating between the ars musica
and the ars pictoria, also because it allowed them to simultaneously perceive with two
senses, sight and hearing, the harmonious beauty of the Pythagorean consonances. 1993, pp.
248-249. 11 The "morello" was brown tending towards black, while the "tanè" indicated a
colour that was between red and black. In the graphic examples that I propose in this essay I
have used those colours that should come closest to Arcimboldo's intentions, even if
obviously a certain degree of arbitrariness is inevitable due to the lack of a more precise
chromatic reference. The only proposal to graphically render Arcimboldo's experiment in
colour can be found in Gavel 1979, p. 93 and fig. III: however, this is a very partial
reconstruction (and, in my opinion, also completely erroneous) because it refers only to the
voice-colour relationship of a polyphonic song (which will be discussed later), 12 Caswell
1980, p. 161, note 19. 13 Cfr. Macrobio (2007) [1985][1986]. Berra 1988 G. Berra, Allegory and
mythology in Arcimboldi's painting: the "Flora" and the "Vertunno" in the verses of an unknown
booklet of rhymes, in "Acme", XLI, II, 1988, pp. 11-39 (also in http://archiv.ub.uniheidelberg.de
Data", 32, 1978, pp. 10-15. Ferrari 1978 C. Ferrari, Life and Works, in Barthes et al. 1978, pp.
117-122. Ferrari-Bravo 1975
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prima. che contiene i primi tre libri. con due tavole copiosis- sime. All’Illustrissimo, e reve-
rendissimo Sig. il Sig. D. Ferdi- nando de’ Medici Cardinale di Santa Chiesa, appresso Bartolo-
meo Raverij, in Cesena 1587. Meijer 1998

B.W. Meijer, “L’arte non deve schernire”: sul comico e sul grot- tesco al nord, in Rabisch 1998,
pp. 69-76. Menabeni 1581 a A. Menabeni, Libellus de causis fluxus, & refluxus aquarum Sto-
colmiensium, apud Michaelem Tinum, Mediolani 1581. Menabeni 1581 b A. Menabeni,
Tractatus de Magno Animali, sive bestia, & de ipsius partium in re medica facultatibus […],
apud Michaelem Tinum, Mediolani 1581. Michelacci 2004

L. Michelacci, Giovio in Parnaso. Tra collezione di forme e storia universale, Bologna 2004.

Mille e una notte 1972

Le mille e una notte, prima versio- ne integrale dall’arabo diretta da F. Gabrieli, a cura di A.
Cesaro, C. Pansera, U. Rizzitano, V. Vac- ca, 4 voll., Torino 1972. Miller 1985

R.S. Miller, Bernardino Campi, in I Campi 1985, pp. 154-156. Miller 1989 a R.S. Miller, Note su
Giuseppe Ar- cimboldo, Giuseppe Meda, Gio- vanni Battista della Rovere det- to il
Fiammenghino ed altri pittori milanesi, in “Studi Monzesi”, 5, dicembre 1989, pp. 3-24. Miller
1989 b R.S. Miller, Gli affreschi cinquecen- teschi: Giuseppe Arcimboldo, Giu- seppe Meda e
Giovanni Battista Della Rovere detto Il Fiammen- ghino, in Monza: il Duomo nella storia e
nell’arte, a cura di R. Con- ti, Milano 1989, pp. 216-230. Mirabile 2004-2005

D. Mirabile, La committenza della famiglia Rusca nella Lombardia del Rinascimento,
Università de- gli studi di Milano, a.a. 2004- 2005. Misson 1731

M. Misson, Nouveau Voyage d’Ita- lie […] Cinquie’me Edition, III, Chez Henry Van Bulderen, a
La Haye 1731.
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Molà, Mueller, Zanier 2000

L. Molà, R.C. Mueller, C. Zanier (a cura di), La seta in Italia dal Me- dioevo al Seicento, Venezia
2000. Monciardini 1998

L. Monciardini, ad vocem La ve- trata di S. Caterina d’Alessandria, in “BIVI [Banca Ipermediale
Ve- trate Italiane]”, 1998. Monetti, Cifani 1990

F. Monetti, A. Cifani, Arte e artisti nel Piemonte del ‘600. Nuove scoperte e nuovi orientamenti,
Cavallermaggiore 1990. Monti 1581-1584

U. Monti, Terza parte de i succes- si particolari et più notabili de la cità de Milano […]
cominciando a l’ottobre de l’anno 1581 sino tutto l’anno 1584, BAMi, ms. P. 250 sup.
Morandotti 1998

A. Morandotti, Il ninfeo di Lainate, i Rabisch e la Milano sperimen- tale dei giochi d’acqua, in
Rabi- sch 1998, pp. 89-100. Morandotti 2005 a A. Morandotti, Inventare in fami- glia. Un pezzo
di bravura nella Mi- lano di Federico Borromeo, in “Nuovi Studi”, 11, 2005, pp. 213-224.
Morandotti 2005 b A. Morandotti, Milano profana nel- l’età dei Borromeo, Milano 2005. Morel
2008 a Ph. Morel, Le teste composte di Arcimboldo, le grottesche e l’e- stetica del paradosso,
in Arcim- boldo 2008, pp. 221-231. Morel 2008 b Ph. Morel, La sericoltura, in Ar- cimboldo
2008, pp. 233-242. Morigia 1592

P. Morigia, Historia dell’antichità di Milano, divisa in quattro libri […], appresso i Guerra, in
Venetia 1592. Morigia 1593

P. Morigia, Historia brieve Del- l’Augustissima Casa D’Austria […], per Comin Ventura, in Ber-
gamo 1593. Morigia 1595

P. Morigia, La Nobiltà di Milano, nella Stampa del quon. Pacifico Pontio, in Milano 1595.
Morigia 1597

P. Morigia, Il Duomo di Milano, […] con l’origine e dichiarazione di molte cose notabili, per
France- sco Paganello, in Milano 1597. Morigia 1603

P. Morigia, Historia della nobiltà, Et degne qualità del Lago Mag- giore […], per Hieronimo
Bordo- ne, & Pietro Martire Locarni com- pagni, in Milano 1603. Morigia 1619

P. Morigia, La nobiltà di Milano, ap- presso Gio. Battista Bidelli, in Mi- lano 1619 (I ed. nella
Stampa del quon. Pacifico Pontio, in Milano 1595).
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Mostra di disegni 1961

Mostra di disegni di Jacopo Ligoz- zi (1547-1626), catalogo della mo- stra (Firenze, 1961), a
cura di M. Bacci, A. Forlani, Firenze 1961. Motta 1895

E. Motta, L’Università dei pittori milanesi nel 1481 con altri docu- menti d’arte del
Quattrocento, in “Archivio Storico Lombardo”, XXII, 1895, pp. 408-433. Mout 2000

N. Mout, “Dieser einzige Wiener Hof von Dir hat mehr Gelehrte als ganze Reiche anderer“:
Späthu- manismus am Kaiserhof in der Zeit Maximilians II. und Rudolfs II. (1564–1612), in
Späthumanismus, Studien über das Ende einer kul- turhistorischen Epoche, a cura di N.
Hammerstein, G. Walther, Göt- tingen 2000, pp. 46-64. Moyer 2008

A.E. Moyer, Music, Mathematics, and Aesthetics: the Case of the Visual Arts in the
Renaissance, in Music and Mathematics in Late Medieval and Early Modern Europe, a cura di
Ph. Vendrix, Turnhout 2008, pp. 111-146. Mühlberger 1992

K. Mühlberger, Bildung und Wis- senschaft. Kaiser Maximilian II. und die Universität Wien, in K.
Scena della gloria 1995

La scena della gloria. Drammatur- gia e spettacolo a Milano in età spagnola, a cura di A.
Cascetta, R. Carpani, Milano 1995. Schofield 1995

R.V. Schofield, Gaspare Visconti, mecenate del Bramante, in Arte, committenza ed economia
a Ro- ma e nelle corti del Rinascimen- to (1420-1530), atti del convegno internazionale (Roma,
1990), a cura di A. Esch, C.L. Frommel, Torino 1995, pp. 297-330. Schürer 1986

R. Schürer, Wenzel Jamnitzers Brunnen für Maximilian II. Über- legungen zu Ikonographie und
Zweck, in “Anzeiger des Ger- manischen Nationalmuseums”, 1986, pp. 55-59. Schütz 2008 a
K. Schütz, Arte e cultura alla corte dell´Imperatore Massimiliano II, in Arcimboldo 2008, pp.
73-80. Schütz 2008 b K. Schütz, Der Rom. Kay. Mt. con- terfeter: Giuseppe Arcimboldo come
ritrattista dell´imperatore del Sacro Romano Impero, in Ar- cimboldo 2008, pp. 81-84. Schütze
2009

S. Schütze, Caravaggio. L’opera completa, Köln 2009.

Scotti, Soldini 1999

A. Scotti, N. Soldini, Borromini mi- lanese, in Il giovane Borromini. Dagli esordi a San Carlo alle
Quattro Fontane, catalogo della mostra (Lugano, 1999), a cura di M. Kahn-Rossi, M. Franciolli,
Mi- lano 1999, pp. 53-75.
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Serdini (1963)

S. Serdini (Da Siena), detto il Sa- viozzo, Rime, Bologna 1963. Sesto libro 1553

Sesto libro delle rime di diversi ec- cellenti autori, nuovamente rac- colte, et mandate in luce.
Con un discorso di Gerolamo Ruscelli, Al segno del Pozzo, in Vinegia 1553. Seta, oro, cremisi
2009

Seta, oro, cremisi. Segreti e tec- nologia alla corte dei Visconti e degli Sforza, a cura di C.
Buss, Milano 2009.

Seta, oro, incarnadino c.s.

Seta, oro, incarnadino. Lusso e in- novazione nella Lombardia spa- gnola, 1535-1706, Milano,
in cor- so di stampa. Shearman 2008

J. Shearman, Arte e spettatore nel Rinascimento italiano. “Only con- nect…”, trad. it. Milano
2008 (ed. or. Only Connect… Art and Spectator in the Italian Renais- sance, Princeton [N.J.]
1992). Shell 1993

J. Shell, The Scuola di San Luca, or Universitas Picotrum, in Re- naissance Milan, in “Arte
Lom- barda”, I, 1993, pp. 78-99. Shell 1995

J. Shell, Pittori in bottega, Torino 1995.

Shell, Sironi 1990

J. Shell, G. Sironi, Bernardinus dic- tus Bernazanus de Marchixelis dictus de Quagis de Inzago,
in “Arte Cristiana”, 78, 1990, pp. 363-366.

Signorini, Pacini 2009

M.A. Signorini, E. Pacini, Tra Lin- neo e Caravaggio. Riflessioni bo- taniche a margine di una
mostra sulla natura morta, Firenze 2009. Signorotto 2001

G.V. Signorotto, Milano spagnola: guerra, istituzioni, uomini di go- verno, 1635-1660, Milano
2001. Simonsfeld 1902

H. Simonsfeld, Mailänder Briefe zur Bayerischen und allgemeinen Geschichte des 16
Jahrhunderts, in “Abhandlungen der Histori- schen Classe der Kaiser Bayeri- schen Akademie
der Wissen- schaft”, 1902, pp. 233-575.
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Slama, Strolz 2008

I. Slama, M. Strolz, Osservazioni sulla tecnica pittorica di Arcim- boldo e del suo entourage, in
Ar- cimboldo 2008, pp. 283-295. Soldini 2007

N. Soldini, Nec spe nec metu. La Gonzaga: architettura e corte nel- la Milano di Carlo V, Città
di Ca- stello 2007. Spike 2010

J.T. Spike, Caravaggio, New York- London 2010 (I ed. 2001) (con l’assistenza di M.K. Spike),
con allegato un “Cd-rom Catalogue”.

Stallybrass, White 1986

P. Stallybrass, A. White, Politics and Poetics of Transgression, London 1986. Staudinger 2008
a M. Staudinger, Arcimboldo e Ulis- se Aldrovandi, in Arcimboldo 2008, pp. 113-117.
Staudinger 2008 b M. Staudinger, Fonti su Arcimbol- do alla corte degli Asburgo, in Ar-
cimboldo 2008, pp. 303-309.

Staudinger, Irblich 1996

M. Staudinger, E. Irblich, Natur- studien Kaiser Rudolfs II. (1576- 1612). Zur Kunstkammer auf
der Prager Burg, in Thesaurus Au- striacus. Europas Glanz im Spie- gel der Buchkunst –
Handschrif- ten und Kunstalben von 800 bis 1600, catalogo della mostra (Vienna, 1996), a
cura di E. Irbli- ch, Wien 1996, pp. 228-286. Stembridge 1992

Ch. Stembridge, Music for the Cimbalo Cromatico and Other Split-Keyed Instruments in Sev-
enteenth-Century Italy, in “Per- formance Practice Review”, V, 1, 1992, pp. 5-43. Stembridge
1993

Ch. Stembridge, The Cimbalo cro- matico and Other Italian Key- board Instruments with
Nineteen or More Divisions to the Octave (Surviving Specimens and Doc- umentary Evidence),
in “Perfor- mance Practice Review”, VI, 1, 1993, pp. 33-59.

Ch. Stembridge, The Chromatic Harpsichord (Cembalo Cromati- co), s.d. (in
http://www.christo - pherstembridge.org/croma - tico.htm). Strinati 1987

C. Strinati, Francesco Zucchi tra Ar- cimboldi e Caravaggio. Una ri- scoperta anzi due, in “Art e
Dos- sier”, 11, 1987, pp. 4-7. Suida 1929

W. Suida, Leonardo und sein Kreis, München 1929 (trad. it. Leonar- do e i leonardeschi, a cura
di M.T. Fiorio, Vicenza 2001). Suthor 2008
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N. Suthor, Chroma: zur Interde- pendenz von Musik- und Male- reitheorie im Cinquecento, in
Musica e Arti figurative. Rinasci- mento e Novecento, a cura di M. Ruffini, G. Wolf, Venezia
2008, pp. 115-125.

Sutter Fichtner 2001

P. Sutter Fichtner, Emperor Maxi- milian II, New Haven [u.a.] 2001. Swarzenski 1954

H. Swarzenski, Caravaggio and Still Life Painting. Notes on a Recent Acquisition, in “Bulletin
of the Museum of Fine Arts”, LII, 288, 1954, pp. 22-38.

E. Taddeo, I grilli poetici di un pit- tore: Le Rime di G.P. Lomazzo, in “Il Contesto”, 3, 1977, pp.
141-181. Tanzi 2005

M. Tanzi, Misto-Cremona, 1, in “Kronos”, 9, 2005, pp. 115-156. Tasso 1603-1604 (1976)

T. Tasso, Intrichi d’amore. Come- dia, a cura di E. Malato, Roma 1976 (presso Girolamo
Discepo- lo, Viterbo 1603-1604; rappre- sentata l’1 settembre 1598). Tea 1945

E. Tea, La proporzione nelle arti fi- gurative, Milano 1945. Terenzi 2002

E. Terenzi, La gloria dei sovrani spagnoli nell’arte effimera mila- nese al tempo di Federico
Bor- romeo: i temi e le commissioni, in “ACME”, LV, fasc. III, settem - bre-dicembre 2002, pp.
59-86. Terzago 1664

P.M. Terzago, Museum Septalia- num Manfredi Septalae patritii Mediolanensis industrioso
labo- re constructum […], typis filio- rum qd. Elisei Violae, Dertonae 1664. Tessili nell’età di
Carlo Bascapè 1994

I tessili nell’età di Carlo Bascapè, vescovo di Novara (1593-1615), catalogo della mostra
(Novara, 1994-1995), a cura di P. Ventu- roli, Novara 1994.

Tessuti e ricami sacri 2006

E. Testori, Caravaggio e la “Natu- ra morta”, in “Critica d’arte”, LIX, 8, 1996, pp. 69-80.

Thesaurus Austriacus 1996

Thesaurus Austriacus. Europas Glanz im Spiegel der Buchkunst, catalogo della mostra
(Vienna, 1996), a cura di E. Irblich, Wien 1996.
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Thomas, Gamber 1958 B. Thomas, O. Gamber, L’Arte Mi- lanese dell’Armatura, in Storia di
Milano, XI, Milano 1958, pp. 698- 841. Tiella 1980 a M. Tiella, La ricostruzione dell’ar-
chicembalo di Nicola Vicentino (1555). Primi risultati della speri- mentazione di uno
strumento cromatico-enarmonico, in “Stru- menti e musica”, XXXIII, 1, 1980, pp. 82-86. Tiella
1980 b M. Tiella, La ricostruzione dell’ar- chicembalo di Nicola Vicentino (1555). Primi risultati
della speri- mentazione di uno strumento cromatico-enarmonico, in “Stru- menti e musica”,
XXXIII, 2, 1980, pp. 206-208.

G. Tiraboschi, Storia della lettera- tura italiana, VII, 2, presso la So- cietà tipografica, in Modena
1772-1782.

Tiziano e la silografia 1976

Tiziano e la silografia veneziana del Cinquecento, catalogo della mo- stra (Venezia, 1976), a
cura di M. Muraro, D. Rosand, Vicenza 1976. Tongiorgi Tomasi 1993

L. Tongiorgi Tomasi (a cura di), I ri- tratti di piante di Jacopo Ligozzi, Pisa 1993.

Tongiorgi Tomasi 2000

L. Tongiorgi Tomasi, L’illustrazione naturalistica: tecnica e invenzio- ne, in Natura-Cultura.
L’interpre- tazione del mondo fisico nei testi e nelle immagini, atti del conve- gno
internazionale di studi, a cu- ra di G. Olmi, L. Tongiorgi Toma- si, A. Zanca, Firenze 2000.

Tongiorgi Tomasi, Willis 2009

L. Tongiorgi Tomasi, T. Willis, An Oak Spring Herbaria. Herbs and Herbals from the Fourteenth
to the Nineteenth Centuries. A Se- lection of Rare Books, Manu- scripts and Works of Art in
the Collection of Rachel Lambert Mellon, Upperville (VA) 2009. Tornitore 1985

T. Tornitore, Giuseppe Arcimboldi e il suo presunto clavicembalo oculare, in “Revue des
Études Italiennes”, XXXI, 1-4, 1985, pp. 58-77. Tornitore 1987

T. Tornitore, Musica per occhi, in Effetto Arcimboldo 1987, pp. 345-356. Tornitore 1988

T. Tornitore, Scambi di sensi. Prei- storie delle sinestesie (sec. XV- XVII), Torino 1988. Torre
1714

C. Torre, Il ritratto di Milano, Mila- no 1714. Toscan 1981

J. Toscan, Le Carnaval du langage. Le lexique érotique des poètes de l’équivoque de
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Burchiello à Marino (XV e -XVII e siècles), 4 voll., Lille 1981. Toschi 1976

P. Toschi, Le origini del teatro ita- liano, Torino 1976. Tosi 1997

A. Tosi, “In Matthioli effigiem”, in P.A. Mattioli. Siena 1501-Trento 1578. La vita e le opere, a
cura di S. Ferri, Perugia 1997, pp. 377- 387.

Um Glauben und Reich 1980

Um Glauben und Reich. Kurfürst Maximilian I., catalogo della mo- stra (Monaco, 1980), a cura
di H. Glaser, München-Zürich 1980. Vai 1995

G.B. Vai, Geological priorities in Leonardo da Vinci’s notebooks and paintings, in Rocks,
Fossils and History, 13th Symposium of INHIGEO, Firenze 1995, pp. 13- 26. Vai 2003

G.B. Vai, I viaggi di Leonardo lun- go le valli romagnole: riflessi di geologia nei quadri, disegni
e co- dici, in Leonardo, Machiavelli, Cesare Borgia. Arte, storia e scienza in Romagna 1500-
1503, catalogo della mostra (Rimini, 2003), Roma 2003, pp. 37-47. Valenti 1992

C. Valenti, Comici e artigiani: me- stiere e forme dello spettacolo a Siena nella prima metà del
Cin- quecento, Modena 1992. Valeriano 1556 (1567)

P. Valeriano, Hieroglyphica sive de sacris Aegyptiorum literis com- mentarii, Ioannis Pierii
Valeriani Bolzanii Bellunensis, per Thomam Guarinum, Basileae 1567 (I ed. Mi- chael Isengrin,
Basileae 1556). Valous 1868

V. de Valous, Etienne Turquet et les origines de la Fabrique lyon- naise. 1466-1556, Lyon
1868. Van der Meer 1993

J.H. van der Meer, Clavicembalo, in Strumenti musicali europei del Museo Civico Medievale di
Bo- logna: con appendici dei fondi strumentali delle Collezioni Co- munali d’Arte, del Museo
Davia Bargellini e del Civico Museo Bi- bliografico Musicale, a cura di J.H. van der Meer,
Bologna 1993, pp. 146-148, n. 141. Van Tuyll 2000

C. van Tuyll van Serooskerken, The Italian Drawings of the Fifteenth and Sixteenth Centuries
in the Teyler Musem, Haarlem-Ghent- Doornspijk 2000. Varallo 1992

F. Varallo, Da Nizza a Torino. I fe- steggiamenti per il matrimonio di Carlo Emanuele I e
Caterina d’Austria, Torino 1992. Varchi 1960-1962

B. Varchi, Lezzione. Nella quale si Pommier 2007
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É. Pommier, Il ritratto d’artista nel- l’arte italiana del XVI secolo. Sag- gio di tipologia, in Il
ritratto nel- l’Europa del Cinquecento, atti del convegno (Firenze, 2002), a cu- ra di A. Galli, C.
Piccinini, M. Ros- si, Firenze 2007, pp. 3-28. Porzio 1979

F. Porzio, L’universo illusorio di Ar- cimboldi, Milano 1979. Porzio 1989

F. Porzio, La pittura di genere e la cultura popolare, in La pittura in Italia. Il Settecento, a cura
di G. Briganti, II, Milano 1989, pp. 531- 552. Porzio 1993

F. Porzio, Fonti carnevalesche del naturalismo nel Cinquecento mi- lanese: alcune ipotesi su
Giu- seppe Arcimboldi, in “Arte Lom- barda” (numero monografico: Metodologia della ricerca.
Orien- tamenti attuali. Congresso Inter- nazionale in onore di Eugenio Battisti. Parte prima),
1993, 2-3- 4, 105-107, pp. 37-42. Porzio 2008 a F. Porzio, Lomazzo e il realismo grottesco: un
capitolo del primi- tivismo nel Cinquecento, in Ra- bisch 1998, pp. 23-36; ripubbli- cato con
varianti e con il titolo III. Lomazzo tra i facchini, in Porzio 2008, pp. 49-72. Porzio 2008 b F.
Porzio, Pitture ridicole: scene di genere e tradizione popolare, Mi- lano 2008. Porzio 2009

F. Porzio, Lo “stile senz’arte” dei Rabisch e l’Accademia della Val di Blenio, in Lombardia
manieri- sta. Arti e architettura 1535-1600, a cura di M.T. Fiorio, V. Terraroli, Milano 2009, pp.
195-211. Posèq 1985

A.W.G. Posèq, The Hieroglyphic Mode of Arcimboldo’s Imagery, in “Hebrew University Studies
in Literature and the Arts”, XIII, 2, 1985, pp. 202-213. Pozzi 1979

G. Pozzi, Il ritratto della donna nel- la poesia d’inizio Cinquecento e la pittura di Giorgione, in
“Lette- re italiane”, XXXI, 1, 1979, pp. 3- 30. Praetorius 1619 (2001)

M. Praetorius, Syntagmatis Musici, II, De Organographia (Elias Holwein, Wolfen büttel 1619);
ed. in facsimile a cura di A. Forchert, Kassel-Basel-London-New York- Praha 2001.

Prag um 1600 1988

Prag um 1600. Kunst und Kultur am Hofe Rudolfs II., catalogo del- la mostra (Essen, 1988;
Vienna, 1988-1989), II, Freren 1988. Praz 1971

M. Praz, Mnemosine. Parallelo tra la letteratura e le arti visive, Mi- lano 1971. Preiss 1967

P. Preiss, Giuseppe Arcimboldo, Praha 1967. Prinzenrolle 2007

Prinzenrolle. Kindheit vom 16. bis 18. Jahrhundert, catalogo della mostra (Innsbruck, castello
di Ambras, 2007), a cura di A. e W. Seipel, Innsbruck 2007. Quondam 2005
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A. Quondam, Tutti i colori del ne- ro. Moda “alla spagnola” e “mi- gliore forma italiana”, in
Giovan- ni Battista Moroni. Il cavaliere in nero. L’immagine del gentiluo- mo nel Cinquecento,
catalogo della mostra (Milano, 2005- 2006), a cura di A. Zanni, A. Di Lorenzo, Milano 2005,
pp. 25-45. Raab 2008

I. Raab, Die Entstehung des auto- nomen Stillebens. Die Rolle der lombardischen Maler, Saar-
burücken 2008. Rabelais 1980

F. Rabelais, Gargantua e Panta- gruele, trad. di A. Frassineti, Mi- lano 1980. Rabisch 1998

Rabisch. Il grottesco nell’arte del Cinquecento. L’Accademia della Val di Blenio, Lomazzo e
l’am- biente milanese, catalogo della mostra (Lugano, 1998), a cura di G. Bora, M. Kahn-Rossi,
F. Por- zio, Milano 1998.

Ragosta Portioli 2000

R. Ragosta Portioli “Nuovi lavori”, “Nuove invenzioni” di seta a Na- poli nel Cinquecento, in
Molà, Mueller, Zanier 2000, pp. 461- 476. Raineri 1554

A.F. Rainerio (Raineri), Rime, ap- presso Gabriel Giolito de Ferrari et fratelli, in Vinegia 1554.
Rampi 2002

E. Rampi, Artisti e letterati nella Lombardia spagnola, in Sul Tesin piantàro i tuoi laureti.
Poesia e vi- ta letteraria nella Lombardia spa- gnola (1535-1706), catalogo del- la mostra a
cura del Comune di Pavia, Pavia 2002, pp. 489-509. Rasch 2008

R. Rasch, Simon Stevin and the Calculation of Equal Tempera- ment, in Music and Mathemat-
ics in Late Medieval and Early Modern Europe, a cura di Ph. Vendrix, Turnhout 2008, pp. 253-
319. Ravelli 2004

L. Ravelli, La zucca nella natura morta dal Cinquecento al Nove- cento, atti del II convegno
sulla zucca (Rocca di Reggiolo, 2003), a cura di R. Signorini, Mantova 2004. Ravelli 2006

G. Ravelli, La rappresentazione del- la zucca nella natura morta italia- na, in “Paragone” (La
Natura Morta), LVII, 65-66, 2006, pp. 128-136.

Renaissance Drawings from the Ambrosiana, catalogo della mo- stra (Washington, D.C.-Notre
Da- me, Cleveland-Los Angeles-Fort Worth, 1984-1985), a cura di R.R. Coleman, Notre Dame
(Indiana) 1984. Repishti 2003

F. Repishti, Anticipazioni su Girola- mo Della Porta detto Novarino. L’attività nel Duomo e il
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primo progetto per la chiesa di San Giu- seppe a Milano (1519), in “Arte Lombarda”, 2003,
137, pp. 61-69. Ricamo in Italia 2001

Il ricamo in Italia dal XVI al XVIII se- colo, atti delle giornate di studio (Novara, 21-22 novembre
1998), a cura di F. Fiori, M. Zanetta Ac- cornero, Novara 2001. Ricardi 1988

F. Ricardi, Le ante d’organo del Duomo di Milano, in “Archivio Storico Lombardo”, V, 1988, pp.
77-98.

Rime de gli academici 1568

Rime de gli academici occulti con le loro imprese et discorsi, ap- presso Vincenzo di Sabbio,
in Brescia 1568. Rinaldi 1588

C. Rinaldi, Madrigali […] Prima, & Seconda Parte, per Alessandro Benacci, in Bologna 1588.
Ripa 1593 (2006)

C. Ripa, Iconologia overo descrit- tione dell’imagini vniversali ca- vate dall’antichità Et da altri
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