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C
arlo Ginori (1702–1757) is a well-known fig-
ure: he was a prominent personality in Flo-
rence in political, artistic and commercial
fields. A great lover of chemistry, not

only did he found the porcelain factory at Doc-
cia, but was personally involved in the produc-
tion process: it is he who invented pastes,
glazes and colours, subsequently tested by
his trusted collaborators in the factory1. 

Even when away from Florence after his
appointment as Governor of Livorno in 1747,
his activities in support of the Factory are
constant, almost daily from the evidence. The
results of the tests of massi (pastes), vernici
(glazes) and colori (enamels) were passed from
Doccia to Livorno with annotations on the var-
ious experiments and the marquis was always
ready with new suggestions for further tests,
aimed at improving product quality2.  It is interest-
ing to note the presence of a Gabinetto di Chimica
(Chemist’s cabinet) at his palace in Florence, and also
some correspondence in Latin with the great German
chemist and pharmacist Johann Heinrich Pott (1692-
1777) on the quality of some useful materials for the
production of china3. 

In July 1737, overseen by the Roman kilnsman
Francesco Leonelli, we have the first firing in the Ginori
kilns, which almost certainly only consisted of maiolica4.
It is worth briefly mentioning the production of maiolica at
Doccia, as it was a decision by Carlo Ginori himself to use the revenue from
the sale of pottery to support the research of ‘true porcelain’ which was
what he was really interested in. There is reference to this in the archives:
Joannon de Saint Laurent from Lorraine, scientist and man of letters, taken
on in 1749 by Marquis Carlo Ginori as Intendente dell’Amministrazione Patri-
moniale, at the very beginning of the report commissioned for the heirs of
Carlo Ginori in 1760, that the manufacture of porcelain is “the principal ob-
ject of the enterprise”, while that of maiolica “is nothing but an accessory
continued in the happy memory of the marquis Carlo to sustain more easily
the prime production”5. In 1740 a French potter from Nevers, Nicholas Lhe-
tournaus6, was employed to direct this department7. He had already been
working in Italy since 1736, first at Lodi, then at Nove with the Antonibon
factory, then at Bassano with Giovanni Antonio Caffo and finally in Faenza
with the counts Ferniani. 

Doccia maiolica is similar to the patterns of French blue and white Berain
production and to that of Delft and while it is the blue and white decoration

which dominates, there are also references in the docu-
ments to polychrome maiolica without, however, being
able to document any examples (fig.1). The painter An-

tonio Baldassini (active in Doccia between 1740 and
1784), called Cappiniere, is the most well known

of the maiolica decorators and there is a tray
decorated a parrocchetto bearing his signature
in full. There are also examples of sculpture
made in maiolica: a small Pietà, after the
model by Massimiliano Soldani Benzi (1650-
1740) showing the typical colour scheme
used around 1750, now in a collection in
Florence (fig. 2); a crucifix for the chapel, re-
quested in 1751 by Ginori from the factory

for his private chapel in Livorno; finally, a large
relief with gilding, described in 1757 in the

stock lists from the Livorno warehouse on the
death of the marchese, “bas relief depicting the

Descent from the Cross, height two braccia,
gilded”8. 

The sculptural production from the Doccia fac-
tory has many links with the work of Florentine

sculptors from the Mannerism, for example Gi-
ambologna (1529-1608) and his pupils and carries on

in the relationship with the artists of the late Florentine
Baroque, like Massimiliano Soldani Benzi (1656-1740),
Giovan Battista Foggini (1652-1725), Giuseppe Piamon-
tini (1663-1744) and Girolamo Ticciati (1679-1745).

Sculptors of the Roman Baroque, above all Gianlorenzo

Figure 1.Vase. Maiolica. Floral decoration and  parrot. 1740–1745. Private collection.

Figure 2. ‘Pietà piccola’ (Small Lamentation). Maiolica. 1745–1750 Giovanni Pratesi
Collection, Florence.
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Figure 3. ‘Arrotino’, o ‘Scitta’. 1745–1754. Gaspero Bruschi. Museo Richard Ginori della
Manifattura di Doccia, Sesto Fiorentino.

Bernini (1598-1680) and Alessandro Algardi (1598-1654), were also used as
a source, albeit with much less frequency than the Florentine artists. 

The major figure in the sculpture of the Doccia factory is Gaspero
Bruschi (1710-1780), having an important artistic influence on, as well as di-
rect participation in the completion of many sculptures. Thanks to the doc-
uments we can determine with certainty a number of works executed
directly by Gaspero Bruschi, some of them life-size, or quasi naturale: 

Pietà grande Corsini 1745, moulds purchased from Ferdinando Soldani
Benzi in 1744.  The recent project to recuperate all the old moulds in the
Factory, made possible by the Richard Ginori 1735 SpA together with the
Associazione Amici di Doccia led to the discovery that these moulds
were the original ones used for the bronze as they have, under the figure
of Christ, the date 1708, the signature of
Massimiliano Soldani Benzi and his
dedication, per sua devozione.
Monte Calvario con i 2 Ladroni, 1745;
from Giovan Battista Foggini.
Arrotino, or Lo Scitta, 1745 possibly, and
another in 1754, from a marble model
kept since 1677 in the Galleria di Firenze.
There were two versions and we do not
know if the first model derived from the
moulds of Vincenzo Foggini9 who, after
having granted them to the factory, then
took them back, or the second from
those of Francesco Lici, called Squarcione,
executed in 1748 (fig. 3). 
Gruppo di Putti con la Tigre (Group of
Putti with Tiger), 1747, from a prototype
presumably by Giuseppe Piamontini,
adapted by Bruschi. 
Gruppo dei Putti con la Capra (Group
of Putti with Goat), 1747, from a
prototype presumably by Giuseppe
Piamontini, adapted by Bruschi himself.  
Amore e Psiche, 1747, the moulds from
the same year by Niccola Kinderman,
sculptor and modeller till active in 1770,
and Gaetano Traballesi, mentioned between 1747 and 1762, after a
Hellenistic original in the Galleria di  Firenze. 
Caino ed Abele, 1747. 
Arianna e Bacco, 1747 and then again in 1748; from a prototype by
Giovan Battista Foggini.
Ercole e Jole, 1747; model executed by Vincenzo Foggini from a
prototype by Giovan Battista Foggini, or Giovanni Baratta (1670-1747), in
turn derived from a model by Alessandro Algardi.  
Pan e Siringa, 1747; executed by Vincenzo Foggini. 
Venere che si cava la spina, 1747, moulds presumably by Massimiliano
Soldani Benzi after a Hellenistic model in the Galleria di Firenze. It has

Figure 4. Chimneypiece. 1754.
Gaspero Bruschi (remodelled
over the following years by
Giuseppe Ettel). Museo Richard
Ginori della Manifattura di
Doccia, Sesto Fiorentino.
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been assumed that this might be the model of a nymph tying her shoe as
she prepares to dance seen together with the Dancing Faun, now in the
Museo Civico di Arte Antica di Torino, however I disagree with this as
there is a precise reference by Bruschi himself in a letter to Carlo Ginori:
“I have nearly finished the statue of Venus removing a thorn”10. 
Pilastrino col putto (Putto with pillar), 1747, although there are
numerous examples of this model, there are unfortunately not enough
references for a positive identification. 
Vasi con le medaglie dei Duchi e delle Duchesse di Lorena, 1747.
Bruschi himself announced to Carlo Ginori the difficulties he had
modelling these two vases, and then on November 10, 1747, reported
that the vases were ready to be shipped to Livorno. One of these vases is
now at the Capodimonte Museum, Naples. 
Fauno, 1748; model presumably derived from Massimiliano Soldani Benzi
from a Hellenistic prototype in the Galleria di Firenze; most likely that
which is now in the Museo Civico di Arte Antica di Torino. 
l’altra (Venere) is most probably the Venere dei Medici 1748; model
presumably derived from Massimiliano Soldani Benzi from a Hellenistic
prototype in the Galleria di Firenze.
Gruppo del Sansone, 1748, presumably from a model of the masterpiece by
Vincenzo Foggini, “Samson slaying the Philistines”, today in the Victoria and
Albert Museum; there is a trace of this white porcelain group, once in the
Gladstone collection, in a photograph from an auction in London in 187511. 

Monte Calvario con la Madonna, San Giovanni, Santa Maria
Maddalena, 1748; model by Vincenzo Foggini (1746) from a prototype by
his father Giovan Battista.
Adone, 1748, from Giovan Battista Foggini.
Diana, 1748, also from Giovan Battista Foggini.
Macchina delle Glorie della Toscana,made for the Accademia Etrusca
of Cortona, 1751; it is a complex work (machine), at the centre of which
is a group of Beauty captivating Time, presumably by Bruschi as well. 
Lotta Grande, 1754; model by Anton Filippo Maria Weber (1744), from a
prototype by Massimiliano Soldani Benzi.
Camino (Chimneypiece), 1754, prepared by Bruschi for the Factory
Museum and remodelled over the following years by Giuseppe Ettel
(1747-1804) (fig. 4). 
Desert del Vesuvio, 1754.
Desert della Fonte, 1754.
Testa di Seneca, 1754.
Testa di Adriano,1754; model by Francesco Lici, 1754.
Macchina degli Schiavi della Marina, 1754. Most probably the
reference is to a composition which drew inspiration from the statues of
the so-called 4 Mori in Livorno, partly designed by Giovanni Bandini
(1540-1599) and completed by Pietro Tacca (1577-1649) between 1623
and 1626, with subsequent additions by Taddeo di Michele12. We know two
of these ‘Macchine’, by which we mean these composite structures
supported by slaves: one that represents an allegory of Tuscany which is in
London at the Victoria and Albert Museum and another, basically similar
but enriched with a scroll that reads “TOTUM UT IMPLEAT ORBEM” and
supposed to be completed with four side groups depicting the ‘Liberal
Arts’, from models by Giuseppe Bruschi, now in a private collection in
Italy. The models were made with certainty by Giuseppe Bruschi, nephew
of Gaspero. It was once thought that these were later models by
Giuseppe Ettel but it is possible that Gaspero himself had a hand in the
lower part of this macchina, because Gaspero in August 1754 writes to
Carlo Ginori that “it is possible make this machinna of sea’s Slaves”,
referring to a version which included the statues of the 4 Mori13.
Incidentally the Stibbert museum in Florence has another model of the
upper part with the allegory of Tuscany.
Ermafrodito, 1754; model by Vincenzo Foggini in 1753, from an original in
the Galleria di Firenze taken from the antique. 
Venere che spenna Amore (Venus disarming Cupid), 1755 (and already
previously executed by Bruschi) presumably moulds purchased in 1744
from Ferdinando Soldani Benzi. 
Amore e Psiche, 1755, previously executed by Bruschi; perhaps
polychrome, the first version may have been finished in 1748 according to
a letter from Alberto Pappiani to Carlo Ginori dated 14 January 174914. 
Caramogi (dwarfs) certainly prior to 1757; from models of Jacques Callot
(1592 c.-1635).
Bustini (small busts), certainly before 1759; difficult to identify, these were
produced in good numbers in the last quarter of the 18th century, or
perhaps small busts of noble or notable personages.
Manico da Vaso di Bottiglia (bottle cooler handle), executed in 1774

Figure 5. ‘Giuoco della Mea’ (Lottery). 1763–1775. Giuseppe Bruschi. From the sculpture
“La Loterie”, Etienne Maurice Falconet, Sevres Manufactury 1757. Private collection.
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together with others caramogi.

The Baroque character of the sculpture of Gaspero
Bruschi is often obvious in the first independent works of his
nephew, Giuseppe Bruschi. Being a good modeller, he was
working in the Factory from 1749 and from 1759 worked
closely with his uncle on sculptural pieces. Many works are
attributed to him in the documents. In 1778, without apparent
reason, he left the Doccia factory to follow Giuseppe Ginori
in his unfortunate initiative to start the rival porcelain factory
of San Donato in Polverosa and then went to Naples to work
at the Real Fabbrica Ferdinandea15.

Between June 1763 and February 1764 Giuseppe was at
Parma. Thanks to the support of the beautiful and intriguing
Marchesa Anna Malaspina della Bastia (1727-1797), Lady-in-
waiting at the court in Parma of the Infante of Spain, Duke
Philip of Bourbon (1720-1765), Lorenzo Ginori (1734-1791),
son and heir to Carlo, had been able to obtain “the grace to
be able to copy the beautiful Groups”. 

It is interesting that French products were considered far
more beautiful and worthy of consideration than the ‘Saxon’,
proof that Meissen had now lost its influence in favour of that

of Sèvres (fig. 5). On 1 November 1763 Bruschi, writing to the Marquis
Lorenzo could not restrain his astonishment: he was struck by “certain small
groups” made in France “unpainted and unvarnished”. This is undoubtedly
biscuit porcelain, something that the Florentine sculptor had never seen be-
fore16. On that subject, among the trials on the paste in the factory, is an en-
tire section devoted to experiments intended to create a Masso lucido senza
vernice (bright paste without glaze), which can be considered attempts to dis-
cover how to make biscuit porcelain. 

The Baroque style of sculpture at Doccia then begins to be slowly re-
placed by a lighter rococo style, which, towards the end of the century, re-
veals itself with the creation of numerous pastoral groups and figurines of
peasants and farmers, inspired by both French porcelain and German. In this
light the figure of Giuseppe Ettel deserves attention. Son of Michael, an Aus-
trian whom Carlo Ginori brought to Florence to produce stoves from 1747,
was not initially an important figure but after the departure of Giuseppe
Bruschi, who had seemed destined to replace his uncle Gaspero , he was en-
trusted with the direction of the department of sculpture and modelling. It
is not possible to attribute works to him except in very rare cases; only if
we identify as his some handwriting which can be found in relation to nu-
merous works can we discover that his main activity was to both redesign
moulds and sculptures, including the Chimneypiece by Gaspero Bruschi, and

Figure 6. St. Romolus’ church high altar in Colonnata (near Florence).
1783. Giuseppe Ettel (?). St. Romolus’ church.

Figure 7. Tea caddy ‘a bassorilievo istoriato’. 1745 Previously Enrico Questa Collection,
Torino.
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make the models dictated by new fashions. It is not unlikely, that he should
be the designer of the altar of the church of San Romolo Colonnata (1783)
and that of the church of San Jacopo and Santa Maria at Querceto near Sesto
Fiorentino (fig. 6). 

An interesting point, only recently confirmed by the archives, is the pro-
vision of models to Lorenzo Ginori in 1787 by the famous Roman goldsmith,
architect, designer and bronze founder, Giuseppe Valadier (1762-1839); some
of these casts are taken from the great and important service in silver pro-
duced between 1783 and 1784 for Prince Marcantonio Borghese (1730 –
1800) by Luigi Valadier (1726–1785), father of Giuseppe.  We know that Carlo
Ginori had a great interest in gemstones, so much so that in November 1741
he had a collection of intaglios and cameos in the Factory Museum, as re-
ported during a visit by the doctor and naturalist Antonio Cocchi (1695-
1758).  It was probably Joannon de Saint Laurent, who developed the idea for
Carlo Ginori to recreate these objects in porcelain. Saint Laurent seems to have
been the author of a new method for carrying out the production of cameos
in porcelain and this method was described by erudite Florentine noble
Giuseppe Pelli Bencivenni (1729–1808) in one of his papers of 1759 (fig. 8). 

We can now take a brief look at bassorilievo sculpture, another speciality

of the Ginori Factory,  just to make the point that those objects decorated
with the so-called bassorilievo istoriato (fig. 7) represent the link between porce-
lain sculpture and everyday objects, to which this material, contrary to the
thoughts and intention of Carlo Ginori, seems now to have been relegated. 

Certainly the pictorial decoration of Doccia did not differ greatly from
that of contemporary factories: firstly the blue and white chinoiserie taken
and reinterpreted in style from the late Ming and Kraak porcelain, which in
Florence was well known as the Medici had been collecting it since the fif-
teenth century. Then Blanc de Chine, and finally the decoration based on the
Kakiemon and Imari styles, this in the last quarter of the eighteenth century. 

Landscape decoration in monochrome red and polychrome, both natu-
ralistic and even heraldic show the influence of northern European culture
which Carl Wendelin Anreiter (1702–1747) helped to spread at Doccia,
thanks to his experience in Vienna at Du Paquier (fig. 8). The main sources
were Dutch and Flemish engravings; many loose prints are still in the Archives
of the Richard Ginori Museum: there are all sorts of subjects ranging from
architecture, cartouches, Chinese figures, landscapes, and works by important
German and Flemish engravers. 

In the Ginori Family archives in Florence there are two lists of books,
which are the first trace of the iconographic sources of the Doccia factory;
the second of these lists contains many texts, and dates to after 1771: there
are many works on antiquities in general and those from Rome in particular17. 

Among these I would like to acknowledge the presence of the book Vasi
Etruschi; this almost certainly refers to the work Antiquites etrusques, grecques,
et romaines tirees du Cabinet de M. Hamilton, and it is documented that it was
the author himself, the English nobleman Pierre Francois Hughes Hancarville
(1719-1790), who sent the first two volumes of the Vasi Etruschi18 to Lorenzo
Ginori in March 1771.

Figure 9. Teapot painted ‘con figure tutte in oro’ (with figures, all gilded). 1745. Painter
Giuseppe Nincheri (?). Private collection.

Figure 8. Lobed beaker entirely gilded on the inside and decorated with various figures.
The beaker: China, Dehua, 1700 i.e. (?); decoration: Doccia 1740. Signed: CARLO Anreiter
W:Z: Fierenze. Private collection.



Figure 10. Plate depicting ‘Flora’, ‘a
riporto’ technique (transfer-print). 1750–1752/1753. Private collection.
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Together with these sources, the Factory is also distinguished by a unique
eclectic style, which originates from the strange combination of artistic ex-
perience and close ties with rural life which embodied the very manufacture.
Worth mentioning are some examples of decoration: a palazzi chinesi, alla
Sassona, all painted  ad oro ricchissimo (fig. 9), a fiori di vari colori alla Chinese
con oro o senza, perhaps today referred to as a tulipano (or a peonia), a galli,
or a giuochi di bimbi; but the most typical of  these we now call the stampino
(in the factory defined as a stampa) and a riporto techniques. 

The first, which continues at least until the first quarter of the nineteenth
century, I believe to be connected to the very beginnings of the factory when
Carlo Ginori took the most able of the tenant farmers from his country
house at Doccia to be the original staff at the porcelain factory.

He needed a simple decorative technique, usually floral, occasionally with
heraldic devices: the name refers more to the technique, not the decoration
itself, in which a stencil is made from drawings on sheets of paper, thin copper
plates or lamb skins (the first two were used for flat surfaces, the third for
curved). Placed over the objects, the cobalt blue colour is passed over with
a brush, so that through the stencil, the paint makes the design on the unfired
porcelain. 

The a riporto technique, used at Doccia between 1750 and 1752/1753, was
in effect an anticipation of transfer printing, which was to be very popular with
the English factories. It consisted of transferring the decoration onto the porce-
lain body from a plate engraved on copper; the pieces produced at Doccia
were always underglaze blue with some details painted in free hand (fig. 10). 

In subsequent years there were two other types of decoration peculiar
to Doccia: those that are now commonly described as a mazzetto began to
appear around 1770 and a fruttino, around 1790. 

The first is a version of the famous Deutsche Blumen; flowers strewn
across the surface of objects and variously entwined with each other with
leaves and foliage. In the last quarter of the eighteenth century they were
described as ‘handfuls of flowers in the German manner’ and also ‘two panels
in blue fields with gold arabesques, flowers in the middle and gold borders’,
reminding one of the use of ‘blue lapis’ so in vogue at the Manufacture of
Sèvres. The decoration that we now call a fruttino, is found on the lists of the
late eighteenth century as ‘with flowers, and various fruits’. 

Rural scenes decorated in polychrome or with only red or purple mono-
chrome reappeared in the last part of the eighteenth century and especially
by the painter Giovan Battista Fanciullacci (1745–1825); his masterpiece,
however, must be the door of the tabernacle on the altar of the church of
San Romolo Colonnata, painted in 1783. Another important work signed
and dated by him is an ecuelle and underplate with polychrome mythological
scenes, now in the Victoria and Albert Museum: the first is marked “F. 1783”
and the second “G.B.F. 1782”. Still in London, at the British Museum, is a
tankard painted with putti in monochrome red on a gold and blue ground,
which can be attributed to the hand of Fanciullacci, especially given the ref-
erence in 1774 to the artist having painted un Vaso da birra ed altro (a tankard
and other)19. 

Despite not being original to Doccia, deriving as it did from the Factory
of King Ferdinand in Naples, a decoration in the early nineteenth century
that was a great success was a vedute, its best interpreter, the Florentine

Ferdinando Ammannati20, was renowned in Naples as a view painter (fig. 11).
Returning to Florence around 1809, the first document that confirms his
presence there dates to January 3, 1810, when Carlo Leopoldo Ginori Lisci
(1788-1837) gives him a fair sum to compensate him for the views and de-
signs he brought from Naples and gave to the Doccia Factory.

Another type of object in vogue during the early nineteenth century were
the so-called portavasi (jardinières) for which the best artists of the factory
were employed; important examples were often decorated in grisaille with
mythological scenes (fig. 12) or architectural. 

On looking at some of the organizational aspects of the Doccia factory,
Carlo Ginori, as already mentioned, chose the ablest tenant farmers from
his country villa to be the artisans and labourers in the Factory. However, in
order to direct the various departments he needed people in whom he could
trust. There were essentially five important people with whom he established
a privileged relationship: Johann Georg Deledori, or Johann Georg Delaturi,
director of the kilns; Jacopo Fanciullacci (1705–1793) first Deledori’s assis-
tant, then his replacement; Gaspero Bruschi, head of the sculptors and turn-
ers, and a sort of artistic director of the factory, whom we have already
discussed; Carl Wendelin Anreiter von Ziernfeld, head painter, and Joannon
de Saint Laurent, consultant to Carlo, and then the essential architect of the
industrial reorganization and economic revival of the factory with Lorenzo. 

The first, who at Doccia was called Giorgio delle Torri, has always been a
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shadowy figure and his influence ill-defined, although his presence in the fac-
tory may well have been decisive for the production of porcelain. Today, in
light of some papers found in Vienna which relate to the years before the
beginning of the du Paquier factory, it is possible that delle Torri can be iden-
tified with a potter who worked in the Austrian capital21. 

Jacopo Fanciullacci, also known familiarly as Pino or Jacopino, together
with Gaspero Bruschi, was far more important for the affairs of the Factory
for almost half a century. Working there from 1737 to 1792, the young
farmer, hired as ‘helper’ in the department of clays and enamels, became a
key element in the factory first with Carlo and then with Lorenzo Ginori, to
whom he always remained faithful, even in times of increased tension with
his brothers. 

The painter Carl Johan Wendelin Anreiter was born in Schemnitz (now
Banska Štiavnica in Slovakia). He first studied painting in Bolzano between
1716 and 1720 in the workshop of Franz Rottensteiner. After his apprentice-
ship during 1720 Anreiter left Bolzano to go to stay for some time in Inns-
bruck. Then, as early as August 1721, he is documented in Vienna and in late
1737 or early 1738 is at Doccia. 

Saint Laurent, already mentioned above, was a leading figure in the literary,
scientific and artistic landscape of Florence under the Lorraine and had al-
ready been, directly or indirectly, the promoter of certain particular activities
in the Doccia factory, stimulating the fervent scientific curiosity of Carlo Gi-
nori. As well as the invention of porcelain cameos, he was responsible for
the development from 1752 until at least 1754 for the small sculptural groups
that were designed to be cast into the sea to examine the growth of coral.
Today it is possible to determine exactly where they left such groups ‘in faccia
a Val di Vetro’, that is in front of the port of Vada, south of Livorno. More im-
portantly, after the death of Carlo Ginori in 1759 his three sons asked Saint
Laurent to prepare a report on the factory, which not only made a careful
analysis of the state of the Factory in 1760, investigating activity and produc-
tion, but also outlined a series of interventions aimed at improving the quality
of products, which, when acted upon, was to give new impetus to the factory.
This was vital after the loss of its guiding light.

Figure 11. Cooler for a bottle and stand. Decoration ‘a vedute’ (with views). 1810.
Painter Ferdinando Ammannati (?). Private collection.

One of the characteristics of the industrial philosophy desired by Carlo
Ginori and preserved by subsequent owners is the importance given to
teaching young artists. The school of painting, brought into being in 1737 by
Angiolo Fiaschi, mentioned between 1737 and 1774, and developed by Carl
Anreiter, gave good results. This philosophy continued, so much so that in
June of 1802, the decision was made to give a prize to all workers according
to merit and even to give a fixed wage to those young artists who made the
best impression in the School. Again in 1819 guidelines were laid down in a
document entitled Ricordi per la Scuola (memories for the school) for the
training of young people within the factory; the boys were then taken as
young as 11 years old into the Factory as ‘helpers’ and for a trial period of
about six months received no salary, except food and lodging. 

Finally, I am going to examine the commercial development of the Ginori
factory. From the early years (1742-1743 in Florence) there were stores
where the porcelain produced by the Factory was sold. For example, there
were stores abroad, in Lisbon and Tarragona. Deliveries were also made to
distant lands with great ceramic tradition. In 1747 Carlo Ginori sent to Con-
stantinople ‘various articles in porcelain and works in precious stones’ to
Isaac and Moses di Samuel Angel, ‘Merchants in Constantinople’, and to Fred-
erick Hibsch, shopkeeper in Constantinople. These were 10 boxes containing
several hundred cups, many with blue flowers, plates of various sizes, coffee
pots, tureens, bowls, snuff boxes, and flower vases22. In May 1751, a shipment
was made to India, Ginori demanding the maximum effort to make sure that
the products were fine, transparent and light, and in particular white23. In

Figure 12. Jardiniere ‘painted with a miniature in grisaille representing The Judgement of
Paris, gilded festoons and Chrome green narrow band’. 1812. Private collection.
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1756 Carlo Ginori received a letter giving notice of a sale of Doccia porcelain
in Lisbon, where his family had long had many interests. This also stressed
the difficulties encountered by competition from Asian porcelain, which hav-
ing been delivered by a ship from the English East India Company, was being
sold on the quay in the port ‘at the lowest prices’24.

Ginori porcelain was also exported to Madrid, but there were difficulties.
Lorenzo Ginori received a letter on October 25, 1760, in which he was made
aware that the porcelain he sent ‘is much preferred to that of the manufac-
ture of the King’ (Buen Retiro), but that potential buyers would not run the
risk of paying before the goods had arrived25.  One marketing strategy put in
place by Carlo Ginori and continued by his successors was to donate pieces
of porcelain to noble families and members of the clergy, often adorned with
the family coat of arms. This not only became a great advertising tool but
also a source of future purchases. The Museum of the Doccia Factory can
be regarded in the same vein, where the best pieces were collected and dis-
played, especially sculptural works. This Museum, from which the present Gi-
nori factory museum is the natural successor, was founded around 1740 and
was a source of great prestige for the Factory. The Prince of Viano gives us
an idea of how it looked in 1754 when, visiting the Villa of Doccia, he reports
that “in a large gallery were both larger pieces of porcelain, that is, statues,
groups, triumphs, surtouts de table as well as the smaller and more highly
decorated pieces.” 

Over the years the importance of the Museum has remained undimin-
ished and it has always been a showcase for potential customers at the fac-
tory.  In this article, I have attempted to capture the spirit of an 18th century
porcelain factory with characteristics that set it aside from other manufac-
turies of the time, revealing a bridge between the cultural world of Granducal
Florence and the newly emerging industrial ideas which were to dominate
the 19th century.
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XII, 3, doc. 86.
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19 AGL, Manifattura di Doccia. Documenti vari, File 138, doc. 851.
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to 1823. 

21 For the figures of Carl Wendelin Anreiter and Georg Deledori see, among
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in Kraeftner J. / Lehener-Jobst C. / d’Agliano A. (ed.), Baroque Luxury Porcelain,
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