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For nearly three hundred years, the oe,wre (lf the Baroque sculp­
tor Domenico Guidi (1624-1701) has, ton large extent, been 
ignored in the critical history of an. During the last twenty years, 
some scholars have begun to reverse this trend. in pan re-es­
tablishing Guidi as one of the live most important Baroque 
sculptors of seventeenth century Rome. During the last decade 
of the scvcntccnth-cenrury, the eclectic Guidi rendered the like­
nesses of several popes in a series of portrait busts. The linn 
reattribution of these busts, Connerly thought to be by Gian 
Lorenzo Bernini ( 1598-1680) or his school. to Guidi bas done 
much to clarify the naturcofGuidi's portraiture, as well as aided 
in the continuing crystalli?...ation of Bernini's extensive oeuvre. 
lnc similatitic..:;, and the very real differences. bc1wcen Bernini's 
and Guidi's portmirure that these attributions have emphasi7.cd 
result from numerous biographical and philosophical differences 
between the two sculptors. 

Guidi's eclectic style of portraiture, ns evident in his series 
of papal busts, will be explored through an examination of the 
fonnal characteristics of the papal portrait series. Guidi's style 
will be n1ore clearly illuminated by contrasting these pa1>al por­
traits with key portraits by Alessandro Algnrdi ( 1598-1654), 
and Gian Lorenzo Bernini. Next, an examination of Domenico 
Guidi's 1mining, production method, associations. and the 
changing Roman art world he worked in will explain why he 
was disposed to a diffcre111 in1erpre1ation of the high Baroque 
style in his por1miture. The genesis of his sculpting style will 
be lmced from his early training in his uncle Guilano Finell i's 
Neapolitan bottega. 10 his man1re assistantship in the Roman 
bouega of the classicizing sculptor Alessandro Algardi. from 
whom Guidi inhcri1cd his method of production. Guidi's asso• 
ciations wi1h the eminent French painter Nicolas Poussin ( 1594 
- 1665), along with his involvement with the Academy of St. 
Luke in Rome, and his subscqucnl attachment to the French 
Royal Academy in Rome and later the Sun King Louis XIV 
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will be discussed in ao effort to contextualize Guidi and oftCr 
ideas as to why his interpretation or Bttroque ponraiture stands 
apan from the interpretations of his con1cmporaries. 

Upon the death of his mas1cr. 1he classicizing sculp1or 
/\lcss.1ndro Algardi. in 1654 and later the death of the great 
Bernini in 1680. the eclec1ie Domenico Guidi became the lead­
ing Roman Baroque sculptor of the last quarter of the scven-
1ecnth century. During this time. Guidi sculp1cd 1he likenesses 
of the Popes lnnocenl X ( 1644-1655), Alexander VII (1655-
1667). Innocent XI ( 1676-1689). A lcxandcr VIII ( 1689-1691 ), 
and lnnocen1XJJ (1691-1700).1 These Papal bustS. long though1 
to be by 1hc school of Bernini, offer a point from which a dis­
cussion ofGuidi's sculptural style and professional success in 
late seventeenth century Rome c.an begin. 

Guidi's series ofpap.11 ponraitS. like all sculpted portmitS 
of the seventeenth century, owe a great dcbl to the ground break­
ing ponraiture of ii maestro Bernini. During the nearly seventy 
years of his career, Bernini's spiriled likenesses, which incorpo­
rated in1cnse naturalism. psychological insight, acrive drapery. 
and a sense of instanianeous familiarity revolutionized sculpted 
po11raitS in Baroque Rome. In a mature High Baroque portrait 
such as Cardinal Scipione Borglte.re of I 632 (Figure I) all of 
Bernini's techniques are brough110 bear. The cardinal is caught 
in a transitory moment, with his head tumed and his eyes nash­
ing. The ephcmer-Jlily of1he pose imbues the bust with a fierce 
vivacity: the viewer is invited 10 participate in whatever witti­
cism is about 10 escape the cardinal's parted lips. Bernini ren­
ders foeial details wi1h great namralism, while keeping 1hc pans 
of rhc composition subordinate 10 the 101al concept of 1he great 
mnn. TI,e simple drapery has been rendered in a very expres­
sive, dynamic way, enabling light to dance across the bus1, acti­
vating the sculplure and setting it in continuous movemen1.1 II is 
not surprising that it was this nn1umlis1ic. highly energe1ic, and 
engaging ponrait type that, as Rudolph Wittkowcr commented. 
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''Baroque sculptors endeavored to imitate and emulate"3 

throughout the remainder of the century. 
The extent to which Guidi's papal portraits imitate and 

emulate Bernini's formula dictates a relative amount of sue• 
ccss to them because Bernini's prototypical portrait was in wide 
cun·ency by the middle of the century. At the same time, this 
imitation would bave naturally imposed limitations upon his 
po11rairs as well. The Victoria and Albert bronze Alexander 
the VIII of 1691 is of the finest quality, and will serve as an 
example of Guidi ·s style evident throughout the series of busts 
(Figure 2). The pope's head is turned slightly to his right, smil­
ing imperiously. looking pleasant and yet aware of his superior 
status relat ive to the viewer.' Tbe turn of the head and the smil­
ing cxprcs~ion succeed to a limited degree in animating the 
pontiff. however the immediacy of the bust, central to Bcmini 's 
pot1raiture. is gone. Fifty years of emulation and imitation had 
an obvious dulling effect on Baroque ponraiturc. The elabo­
rate. polymorphic folds of the Pope's alb seem to be little more 
than convention now as they bend and crease in a way that does 
not emphatically assert the presence ofa solid body underneath. 

Though the tumcd head and the active folds of drapery 
were obviously originally taken from Bernini's I ligh Baroque 
portrait prototype, the attention to details in the drapery and 
vcrism in the facial features speaks orGuidi's mature master, 
Alessandro Algardi. A tcrra cotta bust of J111,oce111 X by Algardi 
from around 1647 shows that the motif of the agitated alb and 
the decorative stoic, which Guidi utili7.cd throughout the series 
of papal ponraits with little alteration, actually began in 
AJgardi's studio (Figure 3). Guidi, who was a master bronze 
caster, interprets his bronze Innocent X (Figure 4). in much the 
same way Algardi did the tcrra cotta. Guidi incorporates the 
Berninian conventions of an active sitter with A lgardi's vcrism. 
crisp lines. attention to detail in the stole and the stylized na­
ture of the drapery folds tO create his own unique, eclectic im­
age. 

In his Alexauder VIII, Guidi has rendered a competent 
portrait of the Pope in the accepted High Baroque style, pat­
temed after Bernini's prototype and using many of Algardi's 
formal devices. This bust has come a long way from Bernini's 
Scipioue Borghese. though it represents neither a synthesis of 
Algardi and Bernini, nor does it slavishly copy either master's 
style. The bust is a bit more restrained than Berninj ·s J)OJ1raits. 
This aspect ofGuidi's work is usually attributed to the influ­
ence of Algardi, whose introduction of classicizing tendencies 
into Baroque sculpture often had a calming effect on the more 
theatrical aspects of Bernini's style. While Guidi 's eclectic Style 
as revealed in these portraits may very well be described as a 
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tempered reading of Bernini, or :l less classicizing reading of 
Algardi, a number of factors in Domenico Guidi's biography, 
as well as the state of Baroque sculpttirc in Rome in the last 
quarter of the seventeenth-ccntt1ry. must be explored before a 
full understanding can be reached. 

Domenico Guidi began his training as a sculptor at age 
foum:en, spending most of bis adolescence in his uncle Guiliano 
Finclli's botegga. Finelli, it should be noted, spent several years 
in Rome in the studio of the younger Bernini in the 1620s and 
30s. In 1647. atthcage of 22. Guidi fled his uncle's Neapolitan 
studio to seek his fortune in the Eternal City, where Bemini 
was sti ll Rome's brilliant shining star. Interestingly, Guidi joined 
the studio of Alessandro Algardi, who along with Francesco du 
Quesnoy controlled one of only two studios able to coincide 
with that of the great Gian Lorenzo. I I is choice of studios would 
greatly influence his fumte. From 1647 until tbe master's death 
in 1654, Guidi enjoyed the status of "favorite student"' in 
Algardi's studio. Because of his favored position within the 
s111dio, Guidi inherited the lion's share of Algardi's tools, mod­
els, and unfinished works at his death.6 This allowed him 10 

quickly set up his own studio and establish a wealthy clientclc 
which included businessmen, Cardinals, several Popes, and 
eventually the Sun King Louis XIV. Though the death of Bernini 
in 1680 left an un@able void in the Roman art world, Guidi's 
fame and fomme. already rising, did increase due to the master's 
passing. In the last two dee.ides of the seventeenth centu,y, Guidi 
was the most successful sculptor in Rome. 

His popularity with patrons. however. did not gain Guidi 
the respect ofb.is fellow sculptors. Tbougb he moved in learned 
circles. Guidi was not tJ1eore1ically minded with regard to his 
profession. He viewed (he many commissions he gained from 
his association with Algardi as an opportunity to support his 
extravagant social life, which included collecting rare books. 
purchasing objets d °tm, and providing himself with expensive 
clothing and fine foods.' 11iis led him to employ numerous lesser 
craftsmen or professional assistants. which in turn allowed him 
to complete commissions very quickly.' This aspect of his work­
ing method comes directly from bis training with Algardi. It is 
worth remrning here to Algardi to shed some light on Guidi's 
methods. 

By the time Algardi entered the Bolognese Academia degli 
lncaminari circa 1609, Annibale and Agostino Carrncci had 
both died, leaving Lodovico as the master of the Amdewia. 
Lodovico's emphasis on line and rhythm, gracefulness. and lyri­
cal beauty were lo have a greater influence on Algardi than 
Agostino 's strict academic training.' This left Algardi an effi. 
cicnt studio artist yet poorly trained in theoretical academic 
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maucrs. This would be a fac1or in a set of very real contrasls 
be1ween Algardi and Bemini. Because Bemini held almost 
every major cornmission in Rome. he could employ mas1er 
carvers such as Mochi. Bolgi. and du Qucsnoy 10 carry out 
aspects of his designs, whereas Algardi had 10 employ lesser 
talents. \Vhilc Ocmini was rcluctarH to take on new commis­
sions. Algardi had to acccpl almos1 aoy commission, and while 
Bcmini worked very slowly and charged rela1ively high prices, 
Algardi worked very rapidly and often charged a fraction of 
Bernini's corr1missions. '' 

Domenico Guidi was one of these lesser 1alcn1s at Algardi's 
disposal. When Guidi crea1ed his own studio, he made Algardi's 
production me1hods his own, 1hough be himself was once re­
moved from the master's talenl level. By employing 11umero1L~ 
gio1'a1111i. li1erally boys or young assislants. and scarpelli11i, 
who were little more than common s1one masons. Guidi could 
execu1e his works quickly and inexpensively. Additionally. few 
seulp1orsofmerit would have been available 1ohim. since nearly 
every master sculptor in seventeenth-century Rome was in the 
employment of Bemini. Guidi directed his workers to com­
plete a commission as quickly as possible according to a pre­
determined set of criteria. Because of this. very little stylistic 
change is evident in Guidi 's extensive oeuvre. 11 An illustra­
tion of the diflcrcncc in quality of execution be1ween Algardi 
and Guidi is provided by a com1>arison of 1he telT'J coua and 
marble busts of Cardi11al f>llolo Emilio Zllccl,ia. 

The finished tcrra cotta sketch. along with the roughed-out 
marble bust were taken by Domenico Guidi afler the death of 
Algardi. The marble bust was completed by him for the patron 
a sho11 time laicr." Comparisons between the 1crra cotta model 
and the completed marble bust provide a visual example not 
only of the stylistic differences between Algardi :md his stu­
dent Guidi. but also of the effects ofGuidi's working method. 
Algardi·s tCIT'J coua model (Figure 5) is an expressive combi­
nation of calm and agitation. \\lhilc the subdued activily of turn­
ing pages in a scholarly tome has a calming effect on the Olll• 

dite Cardinal, the alb is realized in bold stokes and the exces­
sive mo,•emcntS of the small folds of the alb reveal an inherent 
agitation which brings the bust to life." The Cardinal's fea­
tures arc rendered with a high degree ofverism and liveliness, 
which is no small task, as the sitter had been dead for some 
fifty years. TI1is is a real person engaged in a real activity, and 
this rendering must have convinced the patron's fumily of 
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Alg:,rdi's meri1 as a portraitist. 
U11fortuna1ely. Guidi·s finished version does not live up 

to his master's sketch. Where the master succeeds. the student 
fail,. Guidi·s resulting marble bust (Figure6) is a clumsy. spir­
itless interpretation llS lifeless as the Carrara marble from which 
it was carved. As Jc,rnifer Montagu relates. tbe bust exhibits .. a 
tightness . .. as if the sculptor gmdgcd every ccn1imctrc of marble 
employed ... ,. TI1is was. in fact, probably the case, because his 
emphasis on economy did not allow for a high degree of per­
fection. Lesser assis1ants likely completed much of the poorly 
realized drapery while Guidi probably carved the plain. unin­
spired facial fca1urcs llrnt were so lively in Algardi·s model. 
Guidi's rendering has lost some of the dignity of the siuer by 
emphasizing the hands and the book r-Jtltcr 1han the facial fea-
1ures. Additionally. the Cardinal's ga,-,: seems rather ,,.cant com­
pared to the penetrating. thoughtful look Algardi's terracotta 
bust exhibits. This helps to emphasize. in part. the disparity in 
quality bcrween Guidi's sculptures and 1hose of Alg:irdi and 
Bcn1ini. but one 11111s1 wonder what conditions existed in Rome 
in the last quart.er of the seventeenth century 1hat enabled Guidi 
10 prosper so greatly." 

The answer begins with Algardi's involvement with the 
Roman Classicist circle. and ends with Guidi's involvement 
with the French Academy in Rome.his ironic that Guidi , whose 
hatred of the professori, or academic teachers, is well docu­
mented.•• reached the height of his career through his co,mec• 
lion with the French Academy in Romc.11 Guidi"s involvcmcm 
with the Academy is inextricably connected with hi, teacher 
/\lgardi. Owing in part to his Bolognese roots, Algardi was 
included in the Bolognese Classicist circle of artists that had 
fonned in Rome during the second decade of the century. ·n.cir 
goal was to promote a cairn, austere style of art that owed an 
equal debt to the Classical past. the great Renaissance masters. 
and tbe Carracci. During the first h:ilr of the seventeenth cen­
tury, Andrea Sacchi, Domenichino. Guido Reni, and Algardi 
were some of the artists who fonned this circle of mostly 
Bolognese anisis in Rome who believed that simplicity. clar­
ity. and naturalism should be the hallmarks of great an. ·n,ougb 
Bernini was greatly influenced by a return to naturalism. the 
1heatricali1y of his work was at odds with the aims of this group. 

The eminent French painter Nicolas Poussin. who spent 
most of his life in Rome. soon became one of the leaders of the 
Roman Classicists. His leadership against Bemini's lligh Ba-
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roque style eventually gave the classicist circle a modicum of
influence in the Roman art world. Poussin’s influence was pre-
dictably greater on painters such as Sacchi than on sculptors,
however one sculptor who seems to have taken Poussin to heart
was Algardi. His sculptures, imbued with Classical restraint
and austerity, must have been admired by the Frenchman.18 The
French aristocracy was much taken by the idea of Imperial Rome
as a metaphor for their own enlightened and absolutist rule,
and as such saw Rome and her artists as a connection to this
glorious past. Consequently, Roman sculptors were tempted to
take lucrative offers from French patrons, and Algardi was
courted by Louis XIII in 1639.19

The flattering offers from the French monarchy were de-
clined, although Algardi remained predisposed toward French
ideas of Classicism. It was in Algardi’s studio that Guidi prob-
ably met Nicolas Poussin. Only two years after Algardi’s death,
Guidi was working on three herm statues, after Poussin’s wax
models, for the gardens of Versailles20 (Figure 7). It may be
assumed that it was Guidi’s association with Poussin that put
him in contact with the French Academy in Rome. In fact, his
friendship with Poussin may have led him to increased involve-
ment with the Academy of St. Luke, the official guild of Ro-
man artists. The high point of Guidi’s involvement in the Acad-
emy of St. Luke was from 1670 to 1675, when he served as the
Principe of the organization.21 It was in this position that Guidi
came to interact on equal terms with Charles Le Brun, Louis
XIV’s Minister of Cultural Affairs.22 In a significant political
move, Guidi suggested in 1675 that Le Brun become the next
Principe of the Academy of St. Luke.23 Le Brun could not leave
Paris, so Charles Errand, the Director of the French Royal Acad-
emy in Rome, took the post in his place. Because of this turn of
events, Guidi secured for himself an appointment as one of four
Rectors of the French Royal Academy in Rome. This appoint-
ment to the French Royal Academy would have, according to
Rudolph Wittkower, “greatly strengthened the power of French
academism which had been growing in Rome since the founda-
tion of the French Academy there in 1666.”24

The French commitment to Roman artists was, at least in
theory, very strong. In 1680, Colbert, Louis XIV’s Minister of
Public Works, wrote to Charles Errand, the Director of the
French Academy in Rome, that “it would be particularly desir-
able that you invite Cavalier Bernini to come and see the stu-
dents at work, and also Carlo Marati [sic] and Domenico Guidy
[sic], to whom the king has done the honour of appointing them

his Painters and Sculptors.”25 That Colbert sought the opinion
of Bernini, who fifteen years earlier had made a brief trip to
France, as well as the opinion of Guidi, shows that the French
hoped to gain expertise through their connection with the elite
artists of Rome. The association with Guidi, in particular, was
probably an attempt to find, as Wittkower says, a “refined aca-
demic interpretation of antiquity.”26 For Guidi, the desire to be
connected with them was surely based on a desire for status
and profit. He eventually gained large commissions from Louis
XIV. One such example of a large-scale sculptural commission
carried out by Guidi for the French monarchy is Allegory of the
History of France Holding a Portrait of Louis the XIV from
1680-1686 (Figure 8).

The pre-eminent Guidi scholar David Bershad points out
that “though Guidi’s style does not reflect a ‘classical approach,’
certainly his work, thought and friends indicate a decided pref-
erence for the academic.”27 It is important to note that though
he was connected with the Academy of St. Luke and the French
Academy in Rome, Guidi was by definition the antithesis of an
academic sculptor. The French Academy believed that an em-
phasis on artistic theory, mythology, religious study, drawing,
and, above all, the emulation of the Classical past and the Re-
naissance masters could instruct a student in the making of fine
art. The irony of the French patron seeking Roman sculptors to
interpret their concepts of antiquity was that in Rome, accord-
ing to Wittkower, “the foundation (for sculptors) was an accu-
mulation of practical rules and personal observations, often
handed down verbally.”28

Perhaps the fact that Guidi’s ‘work, thought and friends’
seemed to indicate a growing academism says more about Rome
in the waning years of the seventeenth century than about the
sculptor himself. By the last quarter of the century, the fiery,
raw bravura talent and imagination that Bernini had introduced
to Rome during the early days of Urban VIII’s pontificate was
gone. Increasingly, Louis XIV and his ministers looked to their
own artistic apparatus to provide them with a proper interpre-
tation of the Classical past, rather than entrusting this most
important task to foreigners. Ultimately, when Rome lost the
creative genius of Bernini, she could no longer compete for the
title of art center of the world. Guidi provides a crucial link
between the end of Rome as an artistic mecca and the dawn of
French artistic dominance.

The University of South Carolina
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26 Wittkower, “Domenico Guidi and French Classicism” 190.

27 Bershad, “Guidi and Poussin” 547.
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Figure 2. Domenico Guidi, Bust of Pope Alexander VIII, bronze,
1691,Victoria and Albert Museum. Photo Courtesy of the Victoria and Albert
Museum.

Figure 3. Alessandro Algardi, Bust of Innocent X, terracotta, c. 1650, Rome,
Palazzo Odescalchi.

Figure 4. Domenico Guidi, Bust of Innocent X, bronze, c. 1654-70, Victoria and
Albert Museum. Photo Courtesy of the Victoria and Albert Museum.

Figure 1. Gian Lorenzo Bernini, Bust of Cardinal Scipione
Borghese, marble, 1632, Rome, Galleria Borghese. Photo
Courtesy of Casa Editrice Bonechi Srl.
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Figure 6. Attributed to Domenico Guidi, Bust of Cardinal Paolo Emilio
Zacchia, marble, c. 1654, Museo Nazionale de Bargello. Photo Courtesy of
Scala/Art Resource.

Figure 5. Alessandro Algardi, Bust of Cardinal Paolo
Emilio Zacchia, terracotta, c. 1650, Victoria and Albert
Museum. Photo Courtesy of the Victoria and Albert
Museum.
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Figure 7. Domenico Guidi, Pallas, Faunus, and Pan, marble, between 1656 and 1661,
Quincornces du Midi, Versailles.

Figure 8. Nicolas Dorigny, engraving after Domenico Guidi, The Fame of Louis XIV, from
C.F. Menestrier, Histoire du régne de Louis le Grand par les médailles, Paris, 1693. Photo
by permission of Houghton Library, Harvard University.




