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The phenomenon of the art market in Rome has in the last two decades emerged from the
shadow of art patronage. No longer is northern Europe the only region explored by art historians
focusing on the economic and social aspects of artistic production (and economic and social
historians looking at art historical subjects). Loredana Lorizzo herself, but also other authors such
as Richard Spear, Luigi Spezzaferro and Patrizia Cavazzini have dealt with aspects of the primary
and secondary market for paintings in Rome and elsewhere in Italy.[1] These studies have taught
us that there was an ample demand in Italy, and especially in Rome, for paintings of varying
quality for a wide range of customers, and that this was already the case from the late sixteenth
century onwards. If anything has become clear by now, it is that the opposition between the north
and the south of Europe is the result of a historiographical opposition between Italy and the
Netherlands, and that they have much more in common than hitherto assumed.

There is a difference on the level of historical material, however. Where the research on Dutch
and Flemish art markets was based mainly on inventories and sale reports, most of the material
on which the recent insights into the Roman or Italian art market was based came from notarial,
judicial, institutional and personal archives. These sources provided important indications about
the existence and the volume of the art market that could not be, or simply were not deduced from
the many inventories of Italian art collections.[2] Patrizia Cavazzini, for example, has traced acts
from court cases involving painters, many of who are completely unknown to the modern art
historian, and whose work is often also untraceable. They worked for the lower end of the market,
which was ignored by authors such as Baglione, Passeri and Pascoli, and neither did these
painters sign their products. In other words, there existed an entire segment of the art production,
probably of rather low quality, we otherwise do not know about, apart from the less than first-rate
works that turn up at provincial auction houses with attributions such as "Roman 17th-century
school".

In her present book, Lorizzo presents us with new information on three aspects of the art trade,
namely that of the intermediary, dealing in works of art in a specific genre, and operating in the
middle to upper section of the market. The book brings together the information Lorizzo has
discussed in preceding articles, and now includes the full transcription of an archival document
preserved in the Biblioteca Corsiniana in Rome.[3] On the basis of this account book of the art
dealer Pellegrino Peri, a native of Genua and active in Rome in the 1660s to the 1690s, she is
able to sketch out the daily affairs of an art merchant specializing in still-life paintings,
kitchen-pieces, marine paintings and landscapes. In this case, most of the names of the painters
are known to us, both through biographical sources, and by means of signed or attributed
paintings. The document, spanning the period of 1662 to 1689, reveals quite a number of
interesting aspects of the trade in paintings that confirm, and in some cases also question, the
insights gained in previous studies.

For one thing, Peri had painters working for him on a contract, supplying him with regular
merchandise, as in the case of Girolamo Troppa. This painter was a one-time collaborator of
Gaulli and his style was similar to Maratta's - whose pupil he might have been as Luigi Lanzi once
supposed.[4] Troppa furnished Peri with several types of work, ranging from religious subjects to
mythological pieces set in landscapes. These were probably commissioned by Peri, who offered
them for sale in his shop or sold them on to other merchants. For example, he sold works by
Troppa to Herman Stoffelsz. van Swoll, a merchant operating in Amsterdam, who in turn sold the
paintings to the king of Denmark. This illustrates that Peri was not only dealing with paintings from
his own shop behind the Piazza Navona in the context of the domestic art market, but also used
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his contacts to sell his ware in the rest of Europe. Peri was thus active in the market of wholesale,
and this illustrates that Rome was a place of net-export in art, where painters could be working for
anonymous clients elsewhere. This deviates from the idea that the papal city (and Italy as a
whole) bought more art than was produced there, and therefore was a net-import area of art.[5]

What is also clear from Peri's account book is that many (or even most) artists came to Peri for
other reasons. He lent them money, and in recompense often asked them - or they offered - to
paint pictures for him. This happened in the case of such artists as Giacinto Brandi, Gaspar
Dughet, Giovan Battista Gaulli, Filippo Lauri, Eberhard Keil (Mons. Bernardo) and Jacob
Ferdinand Voet. They came to him in financial need, and as a good Christian he helped them out.
Quite often he never got his money back, as he himself already suspected. In his account book,
he jotted down comments in this vein, and also recorded when the painter in question had passed
away, annulling the account. It also explains why Peri was on the one hand operating in a
specialized field - supplying his clients with still life and genre pieces - but simultaneously also had
religious and mythological paintings in stock, and even acted as an intermediate in portrait
painting; this was the simple result of his money-lending practice to artists specialized in various
other genres. In that respect, Lorizzo's book reconfirms the conclusions drawn by Patrizia
Cavazzini in her book on the early Seicento art market in Rome, namely that the emergence of
the market was related to the tight supply in ready money, which forced not only painters
themselves but everyone dealing with them to use objects - paintings - in lieu of payment.[6]

This lack of cash also applies to the clients Peri was serving from his shop in the Via di Pasquino.
It led to all kinds of wheeling and dealing, such as the sending back of the paintings acquired by
high-standing clients who were either unhappy with their purchases or incapable of paying off
their debts. In other instances, especially when his clients were artisans or merchants, he was
paid in kind, such as the butchers who paid their debts with Peri by supplying him with meat over
a certain period. This again underlines how the dealing in paintings was, just as all other kinds of
merchandise, done at least in part without cash. This also overthrows the supposition that the art
market could only flourish in those places where a market economy had developed in such a way
that surplus money was available for the acquisition of goods not serving primary needs. In fact,
the large amount of art in the households of non-nobles was not directly related to their wealth in
financial terms at all, but was based on their equal position as actors in the early modern market.
This conjures up the question whether the presence of art in northern European households was
only due to Calvinist parsimony leading to capitalism, or if this was simply due to the fact that art
dealers belonged to the same social level as merchants and artisans.

In all respects, the subtitle of Lorizzo's book - 'the market for art in Baroque Rome' - reveals the
value of this study, placing Peri and his account book firmly in the context of supply and demand
for art in the late Seicento. To a certain extent the book is focused on artists and works of art, and
therefore only deals with the more factual side from a traditional art historical perspective. For the
reader versed in the subject of art markets in early modern Europe, however, the discussion of
the archival source and its implications open many interesting perspectives that, together with
other recent studies on the phenomenon, are changing our outlook on the economic side of art
production in Seicento Italy.
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