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IN search of

giovanni fattori’s mercato - aina maria sassione

ANNA MARIA SABBIONE WAS FOR A
NUMBER OF YEARS A LECTURER IN
ITALIAN AT THE MELBOURNE UNIVERSITY.
SINCE LEAVING HER POSITION SHE
HAS BEEN FOLLOWING HER VARIOUS
INTERESTS WHICH INCLUDE ASPECTS
OF ITALIAN HISTORY IN VICTORIA.

The painting, /! Mercato dei cavalli in piazza
Montanara, Rorma, by the ltalian artist Giovanni
Fattori, vanished after having been exhibited at
the Melbourne International Exhibition in 1880.
‘Lost at sea' is the most common explanation
given, but the ship that brought the painting

to Melbourne did not sink. So, where is the
Mercatonow? A second painting by Fattori, the
Boscajole, was also at the Exhibition of 1880,
but it has not been listed as ‘lost at sea’.

Fattori's painting Mercato is considered

to be a very important landmark in the
development of the artist’s works. In the
words of Norma Broude, the painting,
despite some compositional discrepancies:

heralds a distinct change in Fattori's work in the
direction of the forceful style that would become
dominant in his art of the 1880s.

So, within the framework of the history of
paintings, the loss of the Mercato must be
perceived as more than just a ‘lost painting’,
its loss means that we cannot fully analyze,
appreciate and criticize Fattori's transition
towards the ‘forceful style'he adopted in the
1880s.2

The Macchia and the Macchiaioli, a group of
Italian artists who, as early as 1856, used to
meet at the famous Caffé Michelangiolo, in
Florence, have yet to achieve the international
fame enjoyed by Impressionist artists. It is a
strange situation because, historically speaking,
the Macchiaioli anticipated Impressionists in
many ways. So, what was the Macchia and
who were the Macchiaioli? Albert Boime, in his
beautiful book The Art of the Macchia and the
Risorgimento, explains that:

The word macchia was often used in the nineteenth
century by ltalian artists and critics to invoke, by
extension, the concept of the fresh and spontaneous,
broadly painted ‘effect’ of a picture. The word,
however, was not necessarily synonymous with lack
of finish or sketchiness in a painting ... 3

He then goes on to describe the Macchiaioli
as artists

... who conceived of their paintings in relatively
broad areas of tone and colour, found

themselves branded as rebels against academic
discipline: they were criticized for painting in
formless ‘patches’ and for daring to display to
the public pictures that seemed, at least to the
conservative eyes, mere unfinished 'sketches’
—even though these pictures had been the
products of traditional and often painstaking
modes of preparation carried on by the artists
both out-of-doors and in their studios.?

Fattori was one of these young artists. He
too had depicted great historical themes,
had studied, loved and respected the great
masters of the past, but, eventually, he too
embraced new fields and new techniques.
Fattori said that he and his artist friends
were attracted and fascinated by the
shapes and changing colours in nature and
in the local landscape, they were attracted
by the humble aspects of every day life,

by their immediate surroundings, and were
breaking away from the older and more
idealized visions and interpretation of life.

Livorno is the Tuscan city that admirers

of the macchiaioli visit to see many of
Giovanni Fattori’'s paintings, now held in the
beautiful Villa Mimbelli appropriately known
as Museo Giovanni Fattori. And it was in
Livorno that Giovanni Fattori was born in
1825 and started his artistic studies, which
he continued at the Accademia in Florence.

Fattori grew up during the most turbulent
times of the Risorgimento, with all the
political implications and ramifications
affecting every aspect of Italian life,
including the world of the arts and
literature. As Fattori was to write in 1901,
the war of 1848-1849 interrupted his artistic
studies, then, with his typical modesty, he
adds that the only thing he did towards

the liberation of Italy was to be a ‘postman’
carrying ‘inflammatory pamphlets’ across
Tuscany with the nonchalance of the young
and careless.5 It was while delivering those
‘inflammatory pamphlets’ across Tuscany
that he developed new artistic interests, a
new sensitivity towards nature, art, forms
and colours, which eventually would lead
him, and so many of his contemporaries,
away from the dogmas and tradition of the
Accademia dell'arte. Fattori explains that
he and other artists were looking for newer,
fresher, more vibrant inspirations and
connection with nature. These artists were
soon to declare:

war to the Accademia and classic art ... it was
called la macchia, that is to say the scrupulous
study of nature as it is and as it presents itself,

for which we were called macciaioli.? (sic)
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IN SEARCH OF GIOVANNI FATTORI'S MERCATO

Fattori dedicated his long life to painting,
to art, to the teaching of art and by the
time he died, in 1908, his paintings had
been exhibited at many lItalian, European
and international exhibitions including the
International Exhibition held in Melbourne
in 1880.

| have always been interested in the
macchiaioli, and it was whilst reading about
Giovanni Fattori that | came across a brief
note which linked ltaly to Australia in a
rather unexpected way. The note, not more
than a telegraphic footnote, stated that one
of Fattori's paintings, Il mercato di cavalli in
piazza Montanara, had been lost at sea,
near Melbourne, where it had been sent

for the Melbourne International Exhibition
of 1880. It was exciting to imagine that a
painting by Fattori had actually adorned
the walls of the Exhibition Building in the
distant 1880 but, at the same time, it was
depressing to think that the painting was
forever lost, perhaps with other works of art.
| went to the State Library of Victoria with
the sole purpose of locating a small black
dot on a map indicating the approximate
spot of the shipwreck. It was a necessary
ritual, a symbolic ceremony to be carried
out on behalf of Giovanni Fattori and

the macchiaioli. That visit to the Library,
however, turned out to be the first of many
visits which were to lead to some tantalizing
and wonderful discoveries as well as

some rather puzzling questions, yet to be
answered.

The Victorian coastline has treacherous
waters and this beautiful, rugged
coastline is famous for the many ships
that disappeared at the bottom of the sea,
so, | was not at all surprised to read that
Fattori's Mercato had been lost at sea, in
Victorian waters.

The note under the reproduction of the
only existing black and white photograph
of this painting states that the painting
was lost in the shipwreck of the Italian ship
Europa. However, | quickly found out that
books and other documents dealing with
shipwrecks in Australian waters did not
have any records of the Italian ship Europa
disappearing at the bottom of the ocean

in 1880, nor in 1879, should the ship have
arrived months before the official opening
of the International Exhibition, nor in 1881
or 1882, should the captain have been
instructed by the Regia Marina Italiana
(Royal Italian Navy) to extend his visit to
this part of the world.

What | discovered, instead, was the
actual report prepared for the Regia

Marina ltaliana by the captain of the ship,
Cesare Romano (18339-1911). With Cesare
Romano's Rapporto in my hands | no
longer had to look for a dot on a map, what
| now needed to look at was the Marvellous
Melbourne of 1880, with the hope of not
only finding clues about a painting given
as ‘lost’, but of finding out more about an
Italian ship that had not disappeared in
Victorian waters.

The ‘lost’ painting, the Mercato dei cavalli
in piazza Montanara, Roma, is also known
as Mercato dei cavalli in piazza Trinita a

Roma, in English it appears either as Hors
Market in piazza Montanara, Rome or as

Horse Market in piazza Trinita, Rome, or, as
in the 1876 Philadelphia Catalogue, simply
as A Horse Market.”

According to art experts the Mercato was
painted in 1872, or early 1873, soon after
Fattori's return from his first visit to Rome
and the Roman country side, la campagna
romana. It was a rather large painting, ‘un
quadrone’, the art historian Raffaele Monti
tells us.8

It was Monti’s note under the black and
white photograph of the Mercato that had
sent me to the State Library, in English it
reads:

The painting, of which there is only an old photo,
was lost in 1880 following the shipwreck of the
ship Europa which had loaded the painting in
Melbourne, where Fattori had sent it in order to
take part in an important exhibition.9

According to Monti the ship sank after it
had left Melbourne, following the closure
of ‘an important exhibition’, and we can
assume that Monti is referring to the
Melbourne International Exhibition of 1880
which, however, closed in 1881. What is
important, at this point, is not whether the
ship sank in 1880 or in 1881, but whether
the ship did actually sink taking Fattori’s
painting to the bottom of the sea. A search
of Australian shipping records showed
that the Europa had safely left Melbourne
on the 28 of August 1881 and sailed
towards Sydney, on its way back to ltaly.
The dates of arrival and departure to and
from Australian ports were provided by the
Australian shipping records, but, once the
Europa had left Australian waters, it was
still possible to assume that the Europa had
shipwrecked before reaching ltaly.

Capitano Cesare Romano's regular reports
to the Regia Marina Militare were published
in the Italian Navy's journal, the Rivista
militare, and in 1882 most of those reports
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sent from Australia were re-published, in
book version, as Viaggio del R. trasporto
Europa’, Rapporto a S. E. il Ministero della
Marina.’© It was this Rapporto that | first
found when | was looking for a dot on the
map marking the spot of the shipwrecked
Europa, and it was the date on the first
page of this volume that had jolted my
curiosity and set me out on search of
Fattori's Mercato. On the first page we read
‘Rangoon, 17 novembre 1880

Clearly the Captain, having left Australian
waters, had successfully reached Rangoon
from where he wrote his new report for the
Ministero, on the 17th of November 1881.
The date and place in the Rapporto were
confirming the data collated from Australian
shipping records but, unfortunately, they
did not eliminate the possibility of the
Europa sinking after having left Rangoon.11

Cesare Romano's Rapporto from Rangoon
could only prove that the Europa had left
Australian waters, but it did not explain why
the ship was reported as having disappeared
in Victorian waters. How and when did such a
dramatic piece of news ever come about?

Melbourne newspapers of 1880 provided
interesting clues and facts regarding the
Italian ship reaching Victorian waters. The Age
of 6th September 1880, under the heading
‘Shipping’, reports that on the previous day,
the Italian ship had reached Melbourne:

Europa, ltalian w.s. (war ship) — 806, Cavalier
Romano, from Venice 12th June, via Brindisi,
Port Said, Suez, Galle, Singapore, Surabaya,
and King George's Sound 28 ult. Fassengers
Mssrs. Ricioli, Lotario, Levi and 100 workmen.12

A second article, longer and more detailed,
comes under the heading ‘Arrival of the
ltalian Man-of-war Europa with Exhibits
from Italy’13 A most interesting piece of
information, in this second article, is in the
actual heading: not only it states that the
Italian ship had reached Melbourne but it
also declares that it was carrying 'Exhibits
from Italy’, and this eliminated any doubts
about Fattori's painting being the only one
at the Melbourne Exhibition, a factor which
was confirmed by the long list of exhibits
published in the Official Records. It is,
however, a third article published in The
Age on that same day, that throws some
light on the history of the Europa in Terra
Australis. Under the dramatic heading
Disastrous Wreck off Cape Otway' The
Age reports the shipwreck of the American
ship Eric the Red which was bringing
American exhibits to Melbourne. The article
discusses the fact that there had been initial
confusion surrounding the name and the
nationality of the ship. ‘At first it was thought
to be the ltalian Steamner Europa'states

the newspaper, but then, upon receipt of a
second telegram ‘it became apparent that it
must be the Eric the Red ..."5

It was not the Italian ship, then, but the
American Eric the Red that succumbed

to very treacherous waters and wild
dangerous weather off Cape Otway during
the night of the 3rd of September 1880.
The Europa encountered the very same
mountainous waves and horrid weather that
had attacked and destroyed the Eric, but,
despite it all, the Italian ship did succeed
in reaching its Melbourne destination,
admittedly with very battered sails and a
sleep-deprived and exhausted crew, as we

IN SEARCH OF GIOVANNI FATTORI'S MERCATO

The Royal Exhibition
Building in 1880.
Courtesy State Library of
Victoria.
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learn from another of the captain's reports
to Italy, his Relazione to the Regia Marina
Militare.6

This particular Relazione, very carefully
crafted, was published in the Rivista
Marittima in December 1880 but, regrettably,
it was not included in the book version of
the captain’s final Rapporto published in
1882. The Relazione repeats and discusses,
in greater details, the article which had
appeared in The Age, and it also provides a
dramatic and vivid depiction of the Victorian
coast-line as seen through the eyes of our
Captain on his first trip to Australia. Cesare
Romano reports to his superiors, that, on the
5th of September, as he was guided up into
the Western Channel, he learned that his
ship had already made the local headlines,
and all for the wrong reasons. The Relazione
is headed ‘Melbourne, 8 settembre 1880,
that is to say, only two days after the article
published in The Age. Undoubtedly this
suggests the urgency felt by the Captain

to dispel any lingering doubts about the
safety of the Italian ship as well as the need
to confirm, with a longer report, what, most
probably, had already been telegraphed to
the Regia Marina Italiana.

There are no doubts, then, that the initial
incorrect report of the shipwreck of

the Europa, although quickly rectified,
originated in Melbourne: the third article
published in The Age and the Captain's
Relazione testify to that. What needs to

be ascertained, if at all possible, is how
and why the story of the shipwreck of the
Europa, continued to be used to explain the
disappearance of the Mercato. How and
when did Fattori learn of the shipwreck?
Was he told? Did he read about it? Was he
aware of the second telegram?

There are many questions, some questions
can be answered, but others, unfortunately,
cannot be answered and will continue to be
part of the mysterious puzzle surrounding
Fattori.

Communicating with Italy should not have
been a real problem. It is Cesare Romano,
again, who provides some clues. Returning
to the Captain’'s Relazione of September
1880, we are told that a Signor Sarfatti had
been waiting in Melbourne for the arrival of
the Italian ship and its cargo of exhibits. The
Captain explains that this Signor Sarfatti was
at the pier waiting for him, and to inform him
that every step had already been taken:

... in order to quickly unload the goods as he
had been advised of my forthcoming arrival by
my dispatch from Albany, even if, a few days

later, he had received the news of our shipwrech
which had been quickly rectified.1”

It is interesting to notice how the Captain,
even in such a short extract, manages,
once again, to weave in the story of the
initial incorrect report of the sinking of his
ship, and yet, he does not feel the need
to say much about Signor Sarfatti. In fact,
we cannot fail to notice that the Captain,
whenever writing to the Regia Marina
Italiana, has always shown great attention
to the details he provides, but in the
passage dealing with this Signor Sarfatti,
the Captain only provides the name of
the gentleman. This can only suggest that
Signor Sarfatti must have been very well
known to Cesare Romano's superiors. We
find Signor Sarfatti waiting for the ship
Europa at Melbourne, he is boarding the
Europa to welcome Cesare Romano, he is
with Cesare Romano at the custom offices,
and, eventually, we find his name on the lig
of the Commissioners representing ltaly at
the International Exhibition.18

The Italian gentleman waiting for Cesare
Romano was Gustavo Sarfatti, the son

of Cavaliere Giacomo Sarfatti, of Venice.
Sarfatti senior and his friend and business
partner, Cavaliere Olivieri, according to the
foreword published in their 1880 Catalogo,
appear to have been the driving forces
behind the exhibits sent to Melbourne
and, if the foreword is to be completely
trusted, they also played an extremely
important role in obtaining the assistance
of the ltalian Government and of the Regia
Marina ltaliana in supplying a ship to carry
the exhibits to Melbourne.'® It was a rather
difficult project to bring to completion,
and Cavalier Sarfatti described waiting for
the Italian government to give their final
blessing and unconditional assistance to the
exhibitors as a 'Via Crucis'20 The final and,
gratefully, affirmative answer from the Italian
Government arrived in February 1880.21

The foreword in the Olivieri & Sarfatti
Catalogue is, in fact, the speech delivered by
Sarfatti senior sometime prior to the departure
of the Europa from Venice, on the 12th of June
1880. We also learn, from Sarfatti senior's
speech, that the Captain, Cesare Romano,
was present at that very special event in
Venice, that young Gustavo Sarfatti and his
new bride were to leave Venice and come to
Melbourne with the clear mandate of looking
after the Italian exhibits and, eventually, they
were to launch from Melbourne a commercial
venture of import-export.22

It becomes increasingly clear from this
speech that our Captain, in writing to his



superior, did not have to explain who the
Venetian gentleman was, the name ‘Sarfatti'
was, indeed, very well known to the Regia
Marina Italiana. It is obvious that Sarfatti
junior had a fundamental role to play at

the Melbourne International Exhibition,

as a representative for ltaly, and as a
businessman, and, most certainly, he would
have been one of the people to be in direct
and regular contact with Italy, in particular,
with his father in Venice. Gustavo Sarfatti
would not have been the only person
interested in keeping Italy informed of what
was happening in Melbourne. There was
the Italian Consul, Cavaliere Alessandro

de Goyzueta, Marchese di Caverna, who,
according to Sarfatti's speech was to

be a member of the Italian Commission

set up for the duration of the Melbourne
Exhibition.23 In fact, a number of people
could have been communicating with Italy,
for a variety of reasons. It could have been
any of the agents and representatives

from Italy or any of the local agents and
representatives, or any member of the
[talian Commission, which included the
secretary of the Italian Court, Ferdinando
Gagliardi, famous for his articles to the
Gazzetta d'ltalia.2*

With all those people who could have and
would have been in touch with Italy we can
be sure of the fact that Fattori knew about the
first telegram, but was he told, was he aware,
did he know about the second telegram?

The general impression one gets from some
annotations and documents written by Fattori
himself, is that Fattori was only aware of the
first telegram declaring that the Italian ship
Europa had fatally disappeared in Victorian
waters. We can assume that he did not know
about the second telegram, and, for whatever
reason, he did not investigate whether the
ship did in fact sink.

PRIMARY AND SECONDARY SOURCES
Fattori's Mercato is still reported as ‘lost at
sea’ even if Melbourne newspapers, English
and ltalian catalogues, reports from the
1880s and, eventually the Offices of the
Italian Navy, proved and confirmed that the
Italian ship Europa did reach Melbourne

and it returned to Venice. References to the
shipwreck are found in most English and
Italian publications on Fattori. It is interesting
and, at the same time, rather frustrating, to
see how the same piece of information keeps
on bouncing about, in some cases with small
variations, which add a sense of suspense to
the mysterious disappearance of a painting.

What becomes intriguing is the fact that
references to the shipwreck of the Europa, or,
in some cases, of an unnamed ship, returning

IN SEARCH OF GIOVANNI FATTORI'S MERCATO

to Italy after the 1880 Melbourne International
Exhibition, with Fattori's Mercato, lead back
to Anna Franchi's 1910 publication on Fattori,
and to Giovanni Malesci catalogue. But even
more intriguing is the fact that, eventually,
those sources point to Giovanni Fattori
himself. There is an interlocking of theories
and supposition but, unfortunately, none can
assist in locating the lost canvas.

Anna Franchi's biography, Giovanni Fattori,
was published in Florence in 1910, two years
after the death of the painter, and it is in this
publication that we find references to the
shipwreck. Anna Franchi (1866-1954), a writer
and a journalist, was a close friend and a
great admirer of Fattori, and spent much time
with him and with his young disciple Giovanni
Malesci. She had written about the school

of the macchia and the macchiaioli and was
constantly in touch with the world of the arts.

Itis very difficult to imagine that Anna Franchi,
with her background as a writer, journalist,

art critic and connoisseur of the macchia
movement, would write about a shipwreck
unless she had very good and very solid
grounds on which to base her statement, and
it would be impossible to even to suggest

that she invented such a dramatic end to

one of Fattori's works. Bearing in mind the
close relationship and mutual respect that
existed between Fattori and Anna Franchi, it is
understandabile that, after her 1910 publication,
subsequent art critics and art historians
accepted the fact that the Mercato had been
lost at sea. It was really a matter of ‘Giovanni
Fattori said so’, and it would have been difficult
to prove otherwise, particularly during the early
part of the 1900. It was accepted, it persisted
through the decades, and it has been posted
on Fattori's web page where, for the year 1880,
we can read that the famous Mercato was

lost at sea on its return trip to Italy after the
Melbourne International Exhibition.

These constant references leading back
to Anna Franchi's publication prompt the
question ‘Where did Anna Franchi get her
information from?"

Fattori’s Annotations and Letters.

Malesci's Catalogue

Some publications on the Macchiaioli, and
on Fattori in particular, bring to light letters
written by Fattori to friends and colleagues.
Among these we find rather interesting notes
written on the margin of documents that
Fattori had left to Anna Franchi, papers held
by Ugo Ojetti, and the Catalogue collated by

Giovanni Malesci, Fattori's executor. ITALIAN |
HISTORICAL |
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various primary sources which, most
probably, contributed to the long standing
theory that Fattori's Mercato was lost at
sea.?25 Durbé refers to these documents
not only in an attempt to pinpoint the date
of the execution of the Mercato, but also to
bring some order in the still confusing and
confused history of the painting. Durbé,

in retracing the history of the painting,
establishes that the Mercato had been
painted towards the end of 1872, that it was
exhibited in Florence in 1874 at the Societa
d'Incoraggiamento delle Belle arti, and

that the Societa had bought the painting

in 1875. Fattori, however, was allowed by
the Societa to send the painting to the
International Exhibition held in London

in 1875, to the Philadelphia Exhibition in
1876, and to the International Exhibition

in Melbourne in 1880. But at one point
Durbé asks: ‘was the painting actually sent
to Melbourne?' 26 A legitimate question,
considering that there are contradictions
or inconsistencies in Fattori’ annotation,
but we now know, from various documents
and catalogues that the painting was

sent to the International Exhibition of
Melbourne and that it did reach Melbourne.
Durbé’s Contributo further highlights

those contradictory annotations and
remarks written by Fattori on the margin of
documents given to Anna Franchi and on
some other documents held by Ugo Ojetti
(1871-1946). On the margin of the bill of
sale to the Societa, the bill of sale for the
Mercato held by Anna Franchi, Fattori had
added, in his own handwriting, that the
painting:

... had been sent to the International Exhibition
of Melbourne (America [sic]) on the ship Europa.
It received a certificate and a bronze medal.

On its return trip the ship ran aground and the
painting was lost (historical).27

Here we cannot fail to notice that Fattori
does not provide any dates, and that after
the word “Melbourne” he adds the word
“America” in brackets. Had he forgotten the
date and was the word ‘America’a slip of
the pen or was he thinking of Philadelphia?
And when he mentions the prizes, was

he thinking of the prizes received for the
painting at different exhibitions, or was he
referring to prizes received at Melbourne?

If Fattori was thinking of the Melbourne
International Exhibition, then, he was
completely mistaken because the Mercato
was not awarded any prizes at all, not even
a memorable mention.28 However, Fattori,
here, does provide us with he correct
name of the ship, the Europa, and this
confirms the fact that he must have known

something about this ship, but not the
complete story.

Despite those rather odd messages and th
incorrect reports, this hand-written annotation
would appear to be fundamental in locating
the origin of the theory that the painting was
lost at sea. Fattori clearly states that:

On its return trip the ship ran aground and the
painting was lost.

So, was it Fattori himself who, not knowing
that there had been a second telegram,
did, unwittingly, start the rumour of his
Mercato being lost at sea? If Fattori, on th
margin of the document, wrote that the shi
sank, how could Anna Franchi have had
any doubts about the fate of the Mercato?
How could anyone doubt the artist's writtef
word? The fate of the Mercato had been
decided: it had disappeared somewhere
along the Victorian coast line. And yet, one
cannot help wondering whether, in fact,
this is the only possible answer, whether,
perhaps there were other factors that
contributed to the myth of the shipwreck of
the Europa.

In this particular annotation there is one
more perplexing element: what did Fattori
mean when he wrote the word ‘storico),
the last word in brackets? Did he mean
that the lost painting represented a
Historical Theme? From the black and whi
photograph it can be said, with absolute
certainty, that the Mercato was not dealing
with any historical themes, the painting is
definitely a Horse Market. Understanding
what Fattori actually meant does not and
cannot assist in locating the lost painting,
but that particular word does show,

once again, that Fattori is not helping in
dispelling the mystery surrounding his lost
Mercato.

Another document analysed by Durbé comes
from the Ugo Ojetti's archives. It is a hand
written statement by Fattori, a chronological
list of works prepared and signed by the
painter. For the year "1872" Fattori writes:

Mercato dei cavalli a Roma in piazza Montanara.
Awarded in Vienna in 1873 bronze medal and
London 1875; Santiago of Chile honourable
mention; Philadelphia in 1876. On returning from
Philadelphia it sank with the ship cargo.2®

There we have two documents, two entries
by Fattori, written at different times of his
life, and in both cases the painter declares
that the Mercato was lost at sea, but in

the document from Ojetti's archives Fattori
declares that the Mercato was lost at sea



on its return trip from the Philadelphia
International Exhibition in 1876 ‘Returning
from Philadelphia it sank with the ship
cargo’.

The date of the Philadelphia Exhibition

is correct, 1876, but, if the painting had
disappeared with the ship, for which
Fattori, here, does not provide a name, the
Mercato could not have been sent to nor
could it have been seen at the Melbourne
International Exhibition in 1880.

The fact that in Anna Franchi's document
Fattori had mentioned Melbourne but had
not given any dates for the Melbourne
Exhibition, whereas in the Ojetti's document
he provides the correct dates for two
exhibitions but fails to name the ship, can
easily lead us to conclude that Fattori,
when it came to names of places and
dates, was rather careless, or confused
or, that perhaps, he was not particularly
interested in providing such details.

Whatever may have been the reason, this
Ojetti's document, in a rather odd way,
turns out to be very important in tracing the
history of the Mercato as it is presented in
some secondary sources on Fattori and the
Macchiaioli. The Ojetti document, in fact,
could be the primary source used by some
art historians and biographers who say

that the Mercato was lost at sea on its way
back from Philadelphia. Such is the case
presented by Maria Teresa Fiorio, who, in
1975 writes that Fattori:

... took part in the most important international
exhibitions: his paintings at the Vienna Exhibition
gave rise to great enthusiasm, as it was in
Philadelphia for the Mercato dei cavalli, which,
however, on its return was lost in the shipwreck .30

Another primary source of information is the
brief autobiography compiled by Fattori for
Anna Franchi, in 1901, at a time when the
writer was collating material for her Arte e
artisti toscani dal 1850 ad oggi, published
in Florence in 1902. In this autobiographical
réesume Fattori mentions a bronze medal
received at the Philadelphia International
Exhibition, but does not provideneither

the name of the painting or the year of

the Exhibition.31 In this autobiographical
document Fattori looks back on his long
life, he describes his own and his friends’
desire to break away from what they had
considered to be restrictive traditions

of the old school, he recalls the penury

of the days as a student and as painter,

but, typically, he mentions only few of his
many works, stressing the fact that he

only worked for the love of art ‘per amore

dell’arte’32 He is passionate about his work
as a painter and as an art teacher; he is
proud in acknowledging that some of his
ex-pupils have become well-known artists;
and he fervently declares that he ‘always
refused to turn art into a business'.33 But,
Fattori, in this résumé, as presented by
Dario Durbé, fails once again to mention
the lost Mercato and the Melbourne
International Exhibition.

Itis very tempting, at this stage, to
suggest that Fattori, in the latter part of
his life, no longer considered it important
or particularly relevant to recall or even
remember a painting that, for whatever
reason, known or unknown to him, was no
longer around. However, in 1907, just one
year prior to his death, Fattori shows very
clear recollections of the Mercato when,
in a letter to Carlo Raffaelli, he remembers
his first trip to Rome, it was such an
inspirational trip that it lead to the painting
of the Mercato. He writes:

Mercato dei cavalli a Roma. The first time | went
to Rome and | returned stimulated. Awarded

a bronze medal in Vienna and a certificate in
Philadelphia.34

We have only a few words to analyse an
almost telegraphic message, but those

are not the words of a forgetful person:

the painter has clearly communicated to
Raffaelli the extent of the enchantment that
had overcome him when he first visited
Rome and the famous campagna romana.
It is obvious that for Fattori remembering
how he felt at that particular time was
much more important and relevant than
providing a complete list of prizes or giving
some information on the whereabouts of
the painting. Again, we cannot fail to notice
that Fattori mentions only Vienna and
Philadelphia, and that nothing is said about
the Melbourne International Exhibition.

Here Fattori concentrated on the feelings
that lead to the creation of a painting, not
on the history or the whereabouts of that

painting.

From those primary sources it could
concluded that Fattori was not too sure
about the geographical position of
Melbourne, that he was rather careless in
remembering all the prizes he had received,
and he can be forgiven for all of that.

Atfter all, he did say that he ‘worked for the
love of art’, and perhaps it could even be
suggested that he, truly, did not know what
had happened to his Mercato. But despite
it all, after reading his letter to Raffaelli,
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we cannot say that Fattori had completely
forgotten his Mercato.

Unfortunately, we can valiantly try to make
sense of all these speculations, but, in

the final analysis, none of this theorizing

can actually provide clues to the present
whereabouts of the painting, or to what may
have happened to the painting. From all of
this we may reach a better understanding of
Fattori himself, as a person and as an artist,
as a teacher, but we are left with no painting:
once that the Melbourne Exhibition was
dismantled we lose track of the Mercato.

Not even the publication, in 1961, of a
catalogue of Fattori's oil paintings, so lovingly
prepared by Giovanni Malesci, can assist in
locating the Mercato.35 Malesci (1884-1969)
was one of Fattori's pupils and, despite the
age difference, was very close to the painter,
and looked after him until his death on the
30 of August 1908. It was only after Fattori's
death that Malesci discovered that he had
been nominated his sole heir.26 In Malesci's
Catalogazione, card No. 646 gives details of
the Mercato, but, as expected, these details
echo Fattori's annotation on Anna Franchi's
documents. Malesci declares that the
Mercato was lost at sea:

.. the painting was lost at sea with the sinking
of the ship Europa, on its return trip from the
Melbourne International Exhibition in 1880.37

This card provides the two names under
which this particular painting was exhibited
and provides a list of the various international
exhibitions to which the painting had been
sent: Vienna, in 1873, where it received

a bronze medal; Florence, in 1874;
Philadelphia in 1876, where it received a gold
medal and a certificate; Paris, 1878; and
finally, in 1880, to Melbourne, where, Malesci
incorrectly declares, the painting was given
a prize. The Melbourne reference, again,
echoes the annotation written on the bill of
sale held by Anna Franchi, in other words, it
echoes Fattori's statement.

Here we are confronted, yet again, by what
appear to be incorrect, and incomplete
facts, and, yet again, we can trace these
facts back to Fattori himself. But was
Fattori really responsible for all of this?
Perhaps communication between the
representatives in Melbourne and Fattori

in Italy did not function as well as it should
have, and Fattori never knew that it was the
American ship that sank in Victorian waters.
Perhaps he simply did not know about that
famous second telegram, immersed, as he
was, in his work, in tackling the demands
of his new position as a honorary professor

at the Istituto di belle artiin Florence, and
in dealing with his private life which, in
1880, was going through a rather difficult
time. So, he repeated the news delivered
in that first telegram, and the story of a
shipwreck that did not take place, that did
not happen, became an integral part of the
history of the Macchiaioll.

And finally, any lingering doubts about the
safety of the Europa could be completely
dismissed when correspondence from

the Offices of the Italian Navy, the Marina
Militare Italiana, confirmed that the Italian
ship Europa had reached its original port o
departure, Venice, in January 1882.

Knowing, with absolute certainty, that

the Europa had safely reached Venice
was great, but, obviously, it was not
completely satisfactory. Still looking for
clues about the painting, surfing the net,
and double-checking sites on Fattori and
the Macchiaioli, took me to New Zealand,
to the Dunedin Public Art Gallery, and to
a most fascinating story surrounding five
Macchiaioli paintings. These five paintings
had been purchased by the Gallery in 199
and lent to the Pananti Gallery, in Florence,
for the Exhibition The Macchiaioli: New
Contribution’, in 1997-1998.38

What was supposed to be a loan of paintings
by the Dunedin Gallery to Florence, turned
into a bureaucratic nightmare once the
Macchiaiolifrom New Zealand hit Italian soil.
What followed is a most enthralling, poignant
and, at times, disquieting story filled with art
icons of the 19th century and war tragedies
of the 20th century, and embracing two
hemispheres and, of course, a lot of travelling
for those Macchiaioli paintings. One of the five
Macchiaioli was Fattori's Cavalryman with two
horses (Cavalleggero con due cavalli).

The complex history of the five Macchiaioli
paintings from Dunedin is uniquely
relevant to the history of the Mercato for
the intrinsic reason that it eliminates any
doubts surrounding the possible sale of the
Mercato to a public institution in Australia
or in New Zealand. The article, Saga of the
Macchiaioli, dated 1/10/1999, and posted
on the web concludes that:

There are no other ‘Macchiaioli' paintings in
public ownership in Australia or New Zealand.'3%

Itis such a short sentence and yet, dare | say,
itis a very comforting sentence. It brings some
consolation and relief as it implies that, if the
Mercato is anywhere in Australia or in New
Zealand, it has to be privately owned, unless,
of course, it has been sold after October 1999,
and there would be a bill of sale. It is not and it








