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In 1990 the Detroit Institute of Arts 
acquired an important collection of rare, experi
mental early Doccia porcelain sculpture produced in 
Florence between c.1742 and 1757.' This collection, 
formed earlier this century by a collector who wishes 
to remain anonymous, consists of 23 figures and 
reliefs, several of which are masterpieces. This paper 
is intended to explain the significance of this collec
tion, now the largest selection of Florentine baroque 
porcelain sculptures outside Italy, to present 
individual pieces of impressive quality and scale, and 
to review briefly the early history of the Doccia 
factory7 production, which the Florentine historian 
Marchese Leonardo Ginori Lisci described as ‘the 
fifteen glorious years’.2 The early works will be 
presented in the context of Florentine baroque art 
and the development of European porcelain with 
specific discussions of the early production of the 
Doccia factory and inter-relationships between 
sculptors and the factory. Consequently, the achieve
ments of the early Doccia production and direct 
comparisons to 17th-century table sculpture in sugar 
and subsequently to nearly contemporary develop
ments of early Meissen figures may be more fully 
understood and appreciated.'

My research in this field has been focused on three 
areas: 1) the intended relation of these porcelain 
sculptures to the classical baroque taste which 
dominated Florence at the fall of the grand-ducal 
Medici dynasty and which, thereby, left the rococo 
style virtually removed from sculptural production at 
the Doccia factory; 2) the relation to other works in 
wax, terracotta, bronze and porcelain, including later 
variants of the paste and the quality of the early 
porcelain sculpture; and 3) the ongoing research into 
the early patrons of Doccia (i.e. when and for whom 
the early Doccia porcelain sculptures were made), a 
complex issue because the original archival records 
remain in Florence at the Archivio Ginori Lisci and 
in other private and public archives in Italy.4

The study of Florentine baroque art, while not in 
its infancy, is fertile ground for research and reinter
pretation. One of the great international loan exhibi
tions of our generation was The Twilight of the Medici: 
Late Baroque Art in Florence, 1670-1743, which

Figure 1 Prometheus Chained on the Caucasus Mountains, 
attributed to Gaspcro Bruschi (1701-1778), after a model by 
G.B. Foggini (1652-1725); polychromy attributed to Karl 
Anreiter von Zimfcld (active at Doccia 1737-1746). Doccia, 
c.1745. Height: 34 cm (DIA 1990.247)

Detroit organized with the museums at Palazzo Pitti 
and elsewhere in Florence in 1973/74 and which 
spanned the then lesser-known, post-Renaissance 
period of late baroque art in Florence from 1670 
until the mid-18th century.5 This landmark exhibi
tion displayed a variety of high quality - but until 
then relatively unknown - late baroque bronzes, 
intricate marquetry furniture (by Leonardo van der 
Vinne and others c.1670), Doccia porcelain, and 
paintings made for the Medici court. Jennifer 
Montagu, Klaus Lankhcit, Kirsten Aschengrccn- 
Piacenti, Alvar Gonzales-Palacios and other scholars 
who authored the catalogue, stressed, ‘...An unprej
udiced reading of the documents makes clear that at 
least in Florence, the division between the major and 
minor arts simply did not exist during the period 
under consideration’ .6

In 1973 during the course of organizing the 
exhibition, the museum acquired the important

8



Florentine monumental bronze The Return of the 
Prodigal Son made in 1724 by Antonio Montauti 
(active C.1705-C. 1740). It was made for Anna Maria 
Luisa dc Medici, the Elcctrcss Palatine and sister of 
the last Medici Grand-Duke, Gian Gastone (1671- 
1737), and was exhibited at SSa. Annunziata in 
Florence in the year it was made, the only one of her 
bronzes to be ever so exhibited.7 Her father Cosimo 
III (1642-1723) encouraged a unique school of 
sculpture, blending native Tuscan and Roman

terracotta. Many of these sculptural models were 
treasured, and so survived in Florence and were 
passed down by generation, from sculptor to 
sculptor. During the reign of the last Medici Grand- 
Duke, these important earlier sculptural models, in 
wax and terracotta, and their plaster piece-molds 
originally intended for the bronze casting, were 
acquired and used by the new porcelain factory 
founded at Doccia outside Florence by Marchcsc 
Carlo Ginori (1701-1757). In 1735 Ginori initiated 
experiments to make porcelain with Italian clays. 
Ginori evidently shared with Augustus the Strong, 
King of Poland, Elector of Saxony, and patron of 
Meissen, an ambition to make large-scale porcelain 
sculpture. The models, piece-molds, and the refined 
porcelain sculpture made from them, thus present a 
fascinating survey of the development of Florentine 
baroque sculpture and porcelain and ofFer invaluable 
art historical resources for the study of Italian art.

Unlike the recent excellent catalogues and studies 
on Kandlcr’s figures at Meissen, on Vincennes and 
Sevres porcelain, and on other factories, research on 
Doccia has been relatively neglected with a few 
notable exceptions. Introductions to the history of 
Doccia and other 18th-century factories in Italy 
exist: Arthur Lane, Keeper of the Ceramics 
Department at the Victoria and Albert Museum, in 
his book Italian Porcelain in 1954, and a few Italians, 
notably Marchcsc Leonardo Ginori Lisci in 1963, 
also Morazzoni in 1960, Liverani in 1967, Alessandra 
Mottola Molfino in 1976, and, in the 1980s, 
Andreina d’Agiiano, Mirella Benini, Elena Maggini 
Catarsi, Gilda Cefariello Grosso, and Raffacle Monti 
have each made contributions.9

The second fundamental study of Doccia, after 
Leonardo Ginori Lisci’s, is Klaus Lankheit’s Die 
Modellsanunlungcn der Porzcllannianufaktur Doccia 
(1982). Marchesc Ginori Lisci discovered the 18th- 
century inventory of models and molds of the early 
Doccia factory, drawn up after the death in 1757 of 
Carlo Ginori, who bequeathed the models and 
molds for a museum of wax models at Doccia. 
Around 1780, shortly after the death of Gaspero 
Bruschi (active 1737-1778), die first chief modeller 
and head of the factory, the factory prepared an 
updated record of the models, molds and earlier 
inventory records. Lankheit, in turn, first published 
the inventory of c.1780, to which some additions 
were made in the late 18th-century, with a parallel 
inventory of the molds. These are invaluable for the 
identification of, for example, a newly-acquired 
Soldani terracotta group of Apollo and Daphne in the 
Cleveland Museum of Art, of bronzes and porcelains 
in Detroit and elsewhere, and for future research.10 
These publications have been instrumental in clari
fying the early history of the Doccia factory, which

Figure 2 Venus Plucking the wings of Cupid, attributed to 
Gaspero Bruschi (1701-1778), after a model by Massimiliano 
Soldani (1656-1740). Doccia porcelain group on original 
gilded wood base with Doccia porcelain feet, c. 1745/50. 
Height: 37.1 cm (DIA 1990.246)

baroque styles. Anna Maria Luisa (1667-1743), the 
Electress Palatine, and the last of the Medici, 
continued as an enlightened patron and champion of 
Medici taste and the latest international fashions in 
European courts in the first half of the 18th century.

Subsequently, the museum also acquired other 
important Florentine baroque bronze sculptures, 
such as Gianfrancesco Susini’s Bacchus (which has a 
royal French provenance from Louis XIV), Cupid 
and Psyche by Giovanni Battista Foggini (1652-1725), 
the First Sculptor and Architect to the Medici court 
from 1694 to 1725, and Virtue Triumphant over Vice 
by Massimiliano Soldani (1656-1740), the other 
leading sculptor to the Medici court after Susini’s 
death in 1646. Thus, even ten to fifteen years ago, 
our institution was able to acquire important 
Florentine bronzes.8

In order to make a bronze, these Renaissance and 
baroque artists made models in wax over plaster or in
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may here be briefly summarized.
In 1737 Gian Gastone de Medici, the last Medici 

ruler died and Francis Stephen of Lorraine and Maria 
Teresa of Austria, who had married the year before, 
were chosen as the new Grand Duke and Duchess of 
Florence. Marchesc Carlo Ginori, an intelligent 
senator and the leader of the Florentine aristocratic 
families, led a Tuscan delegation to meet the new 
sovereigns in Vienna. There he admired contempo
rary Meissen and Viennese Du Paquicr hard-paste 
porcelain made from a paste of kaolin (china-clay) 
and petuntse (fcldspathic rock) and fired at 1250- 
1350c. Ginori returned from Vienna with two 
important collaborators: Karl Anreiter von Zimfeld 
(gilder and painter of porcelain, probably a 
Hausmaler) who was given a contract for six years to 
‘faeda c insegni tutto qucllo die sa\ and Giorgio dellc 
Torn, formerly the ‘impastatore e fomaciaio’ (paste- 
maker and kilnmakcr) at Du Paquicr." Upon his 
return to Florence Ginori pursued the production of 
porcelain with native Italian clays, conducting scien
tific experiments in his Florentine palace as well as at 
his villa in Doccia, northwest of Florence. Hence, 
the factory name.

Described by a contemporary as ‘cabalista di natura 
e macdiiavcUista di genio' (natural alchemist/scientist 
and machavellian genius), Marchese Carlo Ginori 
was highly respected also for Iris political acumen.12 
Empress Maria Teresa of Vienna awarded him the 
Governorship of Leghorn (Livorno), which for the 
previous 300 years had been under Medici rule. In 
his privileged position of authority, Ginori arranged 
for many enlightened researches. As ‘Scgretario delle 
Tratte’, he arranged for the judges and secretaries of 
state to send him samples of all soils, rocks, stones, 
clays and minerals in their regions, thereby estab
lishing a remarkable study collection for Tuscan 
natural history. His ships brought from Africa and 
the Far East rare birds, some of which he sent to the 
Imperial Aviary at Schonbrunn, while he kept many 
at his villa in Doccia. The gardens at Doccia, 
celebrated for their rare plants, were under the 
charge of Ulrich Pruker, an eminent botanist whom 
Carlo Ginori also brought from Vienna.

Marchese Ginori also hired Italian artists to assist in 
the design and manufacture of his porcelain. In 1737 
Ginori appointed the Florentine sculptor Gaspero 
Bruschi as chief designer and modeller at the factory, 
and Francesco Leonelli, a Roman, head of the first 
kiln.13 The next year the first kiln suitable for porce
lain firing was constructed ‘al fresco’ (i.e. outside). 
By 1741 there were three modellers, by 1747 eight, 
always with Bruschi as capo. Giorgio dellc Torre was 
head of the turners until his return to Vienna in 
1743. There were soon also eight painters working 
under the direction of the chief painter Karl

Figure 3 Antinous of the Belvedere, attributed to Gaspero 
Bruschi (1701-1778), after a model by Willem D. van Tetrode 
(c.1525-0.1588). Doccia, c. 1745/48. Height: 41.1 cm.
(DIA 1990.251)

Anrcitcr.
In 1739 Ginori wrote to Giovanni Vezzi in 

Venice to ask advice on glazing and enamel colors. 
Of course, Ginori would have been aware of the 
short-lived Vezzi factory in Venice (1720-27), the 
first hard-paste porcelain manufactory in Italy. After 
only seven years, the Vezzi factory ended in a finan
cial crisis for the Vezzi family and in the closure and 
destruction of the kilns in 1727. From Ginori’s 
correspondence with Vezzi, one knows that the clays 
used for Doccia were Venetian kaolin (the same that 
would soon be used by the Antonibon and Cozzi 
factories), other Tuscan clays from Montecarlo near 
Lucca, and terra di Vienna (the whitest and most 
expensive imported kaolin). One often mistakes this 
refined grey-white early Doccia paste for 'niasso 
bastardo’ paste, however, Doccia produced at least 
four pastes and many different glazes."

According to Ginori Lisci and d’Agliano, the term 
‘masso bastardo’ refers neither to Carlo Ginori’s early 
distinctive hybrid hard-paste, nor to the ‘niasso 
nuoifo’ created about 1755 using kaolin from Tretto 
in the Vcncto.15 ‘Masso bastardo', invented in 1765, is 
a less costly paste made with coarse clay from 
Montccarlo near Lucca. The term only appears in 
factory records from 1779 until 1830. The coarse
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plishmcnts to the new rulers Maria Teresa of Austria 
and her husband Francis Stephen in Vienna. As a 
marketing technique, Ginori’s production deliber
ately emphasized the classical, Renaissance, and 
baroque sculptural heritage of Florence. By 1740 
Ginori sent specimens of a greyish, slightly rough- 
textured hybrid hard-paste porcelain with a distinc
tive smooth glaze to Vienna and thereby obtained in 
1741 the exclusive privilege of making porcelain in 
the (then Austrian) Grand Duchy of Tuscany. 
Doccia thus became the site of the first Tuscan 
manufactory of hard-paste porcelain. By 1744 three 
businesses in Florence had begun to market the new 
porcelain of Doccia.

Ginori established his factory with an enlightened 
vision, making provision for houses, a school, and a 
hospital for the workmen. Since sales to the public 
did not begin until 1744, the early years were exper
imental and work was on a grand scale with 
technical advice from Viennese masters.

Although many of these early pieces of Doccia 
were of glazed white porcelain, some were 
decorated with polychrome enamels by Karl 
Anreitcr von Zimfcld, the Viennese decorator and 
technical advisor who was employed by Ginori from 
1737 until 1746.16 Anrcitcr’s refined painting style, 
using a delicate stippling technique and a lively 
palette, may be seen on a painted portrait inside a 
tobacco box (Museo Duca di Martina, Naples), at 
the Museo dellc Porcellane di Doccia in Sesto 
Fiorentino, and elsewhere.'7

The same refined painting technique also unequiv- 
ocably appears on one of the Doccia masterpieces 
that Detroit recently acquired. Prometheus Chained on 
the Caucasus Mountains (figure i) was painted about 
1745-46 by Karl Anreiter and his shop, the best 
painters at Doccia. The accomplished porcelain 
figure, which Gaspero Bruschi probably modeled, 
derives from the documented original wax model by 
Foggini for the signed and inscribed bronze of 
Mercury and Prometheus (London, Victoria and Albert 
Museum).'8 As punishment for stealing the torch of 
fire from the gods, Jupiter had Prometheus chained 
to a rock, where he endured the torture of a daily 
visit from the eagle that feeds on his liver. Although 
classical subjects of dire punishment inflicted on 
those who opposed the gods were popular in the 
baroque period, Anreiter’s delicately painted decora
tion on this model tempers some of the horrific 
content of the subject, and presents a finely 
portrayed masterpiece. Detroit’s Doccia porcelain 
rendering of the model is unique in porcelain.

Ginori’s experiments with Anreitcr and painted 
decoration were, however, secondary to his 
ambitions for achieving high quality porcelain sculp
ture, of which only Meissen was then capable of

Figure 4 Ncssus and Dejancira after a model by Giovanni da 
Bologna (1529-1608). Doccia, c. 1745/50. Height: 31.1 cm. 
(D1A 1990.253)

porcelain of ‘masso bastardo’ has an unattractive 
greyish color with black flecks of impurities 
ingrained in the paste and has a thick tin glaze, based 
on the type already used for maiolica. However, the 
earliest experimental Doccia, circa 1737 to 1760, is 
whiter in color, and has a finer grained paste 
composed of Montecarlo clay, Venetian kaolin and 
white Viennese kaolin. The early Doccia pieces are 
generally not marked and not black-flecked. Thus, if 
a piece of Doccia porcelain has an opaque white 
glaze or many black flecks in the paste, then it dates 
to a later period than the mid ISth-century. Dealers 
in the 19th century and later, often, consciously or 
unconsciously, misrepresented the lesser quality 
black-flecked fmasso bastardo’ as the earliest Doccia, 
which we now know it is not.

In my opinion, Ginori’s experiments in the 
manufacture of porcelain in the 1730s, 1740s, and 
1750s had three goals: 1) to rival the earlier Medici 
soft-paste porcelains produced in Florence under 
Grand-Duke Francesco dc Medici (1575-87), also 
decorated in blue on white like the later Doccia 
stampino ware, 2) to found a viable commercial 
venture, knowing the proven success at Meissen, and 
3) to demonstrate the continuity of Florentine 
artistic quality and the high level of creative accom-
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creating. As Ginori Lisci and Lankheit have 
published, in 1742 and 1743 Ginori acquired various 
collections of Renaissance and baroque sculptural 
models in wax and terracotta and original plaster 
piece-molds from the sons of Giovanni Battista 
Foggini (given by his son Vincenzo who worked at 
Doccia preparing waxes for casting), Giuseppe 
Piamontini (purchased), and Massimiliano Soldani 
(purchased) - the three leading Florentine baroque 
sculptors at the last Medici court. The importance of 
this collection of models, preserved in the Doccia 
Museum, cannot be underestimated. For example, 
Lankheit’s 1982 publication on the sculptural models 
at Doccia and the factory’s 1780 inventory enabled 
me to establish with certitude Foggini’s authorship of 
our Detroit bronze of Cupid and Psyche.19 The attri
bution derives not only from documents, but also 
from the discovery^ of the same biscuit porcelain 
model documented as by Foggini, in the Ginori 
collection at Doccia. Moreover, the wax models, 
such as that of Foggini’s Bound Slave from Livorno, 
and original plaster piece-molds provide valuable 
information on 17th and 18th-century technical 
processes for die production of bronze and porcelain 
sculpture. Lankheit records the early inventory 
descriptions of the exact number of parts in each 
complete piece-mold used to make the Doccia 
groups. By the 1750s Carlo Ginori apparently 
intended for his collection of models of ancient and 
modem statues, groups, and bas-reliefs to disseminate 
die legacy of Florentine baroque taste to other 
European courts and to be an educational resource 
in his newly established school at the factory. Upon 
his death in 1757 Carlo Ginori bequeathed the 
original models to establish museum of wax models 
at Doccia.20

The earliest Doccia porcelain sculptures were 
made from the piece-molds, or after earlier models 
and newly created models (often wax over plaster), 
provided by the sculptor Gaspero Bruschi, the first 
chief modeller and head of the factory from 1737- 
1778. A pupil of the sculptor Ticciati, Bruschi based 
his own creative production on the finest works of 
Florentine baroque sculpture, and may be credited 
with convincing Marchese Ginori to acquire the 
collection of models in 1742 and 1743.21 The early 
white-glazed porcelain sculptures, which anticipate 
the neoclassical style that later became a characteristic 
of the factory, all date to the ‘first period of Doccia 
production’ c. 1742-57, which Ginori Lisci and 
Lankheit describe as ‘the fifteen glorious years’. The 
figures are of a large, impressive scale, some nearly 
life-size and, unlike the bronzes, many are unique in 
porcelain. They may be considered as prestigious 
creative showpieces for Carlo Ginori, probably not 
offered initially for commercial sale, but to demon-

Figttrc 5 St. Mark, attributed to Gaspero Bruschi (1701-1778), 
possibly after a model by Jacopo Sansovino (1486-1570) or 
Massimiliano Soldani (1656-1740). Doccia, c.1747/50. 
Height: 27.3 cm (DIA 1990.256)

strate the high level of quality and design that the 
new factory could achieve. As such, extant examples 
are rare from this first period of Doccia production 
(before Carlo Ginori’s death in 1757). Recalling 
Meissen’s nearly contemporary production of life- 
sized figures of animals and birds that stretched the 
capabilities of the porcelain medium almost beyond 
its limits, Ginori’s adventurous Doccia groups possess 
a grandeur not usually associated with sculpture in 
porcelain at other European factories. Among the 
most impressive of the large Doccia sculptures are 
the Venus de Medici of 1745, Amor and Psyche of 
1746, preserved in the Museo di Doccia in Sesto 
Fiorentino, the superb Pieta from 1744 in the 
Corsini collection in Florence (made after a model 
by Soldani), and the monumental Temple dedicated to 
the Gloiy of Tuscany, 1751-1756, in the Museo dell’ 
Accademia Etrusca, Cortona.22 The majority of 
surviving early Doccia porcelain sculptures remains 
at the Museo di Doccia, in the Palazzo Madama in 
Turin, and in private Italian collections.’1

The following survey of the Doccia collection in 
Detroit is intended to present it briefly in the 
context of Florentine baroque figures in bronze and 
the Doccia porcelain production. One group, of a
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quality befitting the best of the collections in Turin 
and Florence, is the unique Venus Plucking the Wings 
of Cupid, based on a model by Soldani and repre
senting the mythological episode recounted by 
Apulcius in The Golden Ass (figure 2). Venus is 
depicted in her chariot driven by swans in the clouds 
at the moment she discovers that her son Cupid 
betrayed her by falling in love with the mortal 
beauty Psyche. Deeply angry, Venus punished Cupid 
by plucking his wings. With the Foggini bronze 
Cupid and Psyche in Detroit and our Doccia group 
one can now represent parts of the larger classical 
Italian literary allegory of ‘love satisfied’ and ‘love 
punished’.24

Soldani produced at least two virtually identical 
versions of this same subject in bronze (one version 
in Ottawa; another in Paris). A wax model for these 
versions exists at Doccia. However, the Detroit 
group, of the identical composition, is unique in 
porcelain. Moreover, as it rests on its original 18th- 
century giltwood base with Doccia porcelain feet, it 
must have been commissioned by an important 
family. The group is said to have come from the 
royal Italian collections, perhaps a gift from the 
Ginori family in the nineteenth century. Only one 
known example of Soldani’s related group of Venus 
and Cupid survives in white Doccia porcelain (but 
lacking a giltwood base) and is at Museo Civico in 
Turin. Again, however, two bronzes of this second 
Venus and Cupid composition survive — one in Berlin 
and another in London.25 The provenance and the 
uniqueness of the Doccia groups, in Turin and 
Detroit, suggest that although they were made 
during the experimental first period (1742-1757), 
each piece was highly treasured and preserved by 
Marchese Ginori to inspire his craftsmen by visually 
demonstrating the genius of the sculptor’s invention 
and the high technical quality of the factory’s 
production.

Another elegant and important piece in Detroit’s 
new collection is the large-size statue of Antinous, 
the favorite of Hadrian, famed for his beauty and 
later deified (figure 3). It is among the earliest Doccia 
figures and dates c. 1745. It compares well with the 
even larger Doccia Ganymede, modelled after Cellini 
and cast by Bruschi, surviving in two versions, one 
in Turin and another, a polychromcd version, at the 
Musee Jacquemart-Andre, Paris. Bruschi undoubt
edly modelled each of these. Several large original 
firing cracks are visible on the Doccia Antinous. 
These signify that this piece was so gready treasured 
as a technical tour-de-force that it was preserved in 
spite of its imperfections. The Doccia model derives 
from the Roman marble statue Belvedere Antinous in 
the Vatican, known through early 17th-century 
engravings by Bellori and others. The Roman statue

of Antinous was enthusiastically copied in 17th- 
century Rome by sculptors and painters like Francois 
Duqucsnoy, Bernini, and Poussin. Although 
Lankheit and others credit Duquesnoy with the 
model for the porcelain figure, a more direct source 
for the porcelain is Willem Daniclsz van Tetrode’s 
(c.1525-c.1588) identically-sized bronze formerly in 
the Medici collections, and now in the Bargello 
Museum in Florence (Inv.208). The Doccia Antinous 
in Detroit is also only known in one version and is 
described in Doccia’s c.1780 inventory of models as 
having five piece-molds.2'’

Detroit’s Doccia collection contains nearly a dozen 
statuettes based on models of antique sculptures and 
of well-known sculptures by the then ‘modem’ 
Florentine masters: especially Giambologna, Susini, 
Jacopo Sansovino and Soldani. The life-size antique 
originals, mostly in the Medici collections, were in 
the Uffizi, Palazzo Pitti, the Boboli Gardens and 
elsewhere in the 18th-century. Many remain in the 
Uffizi or in situ. The Doccia porcelain copies were 
originally intended by Ginori to form an ‘Old 
Master’ sculpture collection in porcelain, just as 
similar sets of reductions in bronze were produced 
earlier in the 18th-century for this purpose. The 
Doccia Sleeping Nymph from a model by 
Giambologna and Susini compares favorably with 
the earlier variants of the bronze Pan awakening the 
Nymph.27 The Doccia group is as crisp and sharp as 
the bronze, now in a private collection in London, 
and may be attributed to Gaspero Bruschi. The 
Nessus and Deijancira (figure 4), after model by 
Giambologna and Antonio Susini is, in my opinion, 

better than a related Doccia version based oneven
another model and now in the Doccia Museum.28 
The expressive Detroit St. Mark may be after a 
Jacopo Sansovino model as interpreted by Soldani 
(figure 5). The direct model or source for the Doccia 
figure is unknown, although it may be also 
compared to Piamontini’s marble St. Mark statue for 
S. Egidio in Florence. Unlike most other Doccia 
figures however, no St. Mark is listed in the 18th- 
century inventories. The figure may, however, be 
identical to one of the ‘Apostoli,’ recorded in the 
factory records.29 It was probably modeled by 
Bruschi, c. 1745-1750.

Marble statues by modem and antique masters 
were copied in reduced-scale in bronze using wax 
and terracotta models by Soldani in 1701 for a 

from Prince Johann Adam of 
Liechtenstein. At first, Soldani proposed reproducing 
in bronze, each at least one foot (‘due palmi’) high, a 
group of twelve famous sculptures in Medici collec
tions, including Sansovino’s Bacchus (figure 6). This 
set later grew to at least fifteen statuettes.30 Versions 
of each bronze statuette were produced in small

commission
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Figure 6 Bacchus, after models by Jacopo Sansovino (1486- 
1570) and Massimiliano Soldani (1656-1740). Doccia, 
c. 1747/50. Height: 25.7 cm (D1A 1990.260)

Figure 7 Virtue Overpowering Vice, attributed to Gaspero 
Bruschi (1701-1778), after models by Giovanni da Bologna 
(1529-1608) and Massimiliano Soldani (1656-1740). Doccia, 
c. 1745/50. Height: 26 cm (DIA 1990.254)

Figure S Pomona, Allegory' of Autumn, after a model by 
Massimiliano Soldani (1656-1740). Doccia, c. 1747/50. 
Height: 26.8 cm (DIA 1990.257)

Figure 9 Leda and the Swan, after a model by Massimilano 
Soldani (1656-1740). Doccia, c. 1747/50. Height: 26.4 cm 
without base (DIA 1990.262)

Figure 7Figure 6

editions. These were then individually acquired by 
English and other collectors on the Grand Tour in 
the 18th century; one such collection survives in 
Liechtenstein; another group is in the Duke of 
Devonshire’s collection at Chatsworth. The Doccia 
factory' later used the‘original terracotta models for 
these bronze statuettes to create versions in porce
lain. Although some porcelain statuettes are known 
in more than one cast of the same Soldani model, 
only one complete (albeit dispersed) set of Doccia 
statuettes from this series remains extant. The 
Detroit Doccia collection contains several from this 
set, including the Bacchus after Sansovino and Soldani 
(figure 6) and Virtue Triumphant Over Vice, after 
Giambologna and Soldani (figure 1). Also in Detroit 
are a Pomona (figure 8), a personification of 
Abundance or Autumn, a Leda and the Swan (figure 
9), an Athlete Holding a Vase (figure 10), a Dancing 
Faun with Cymbals (figure 11) and a Flora (figure 12). 
Several of these Doccia statuettes are still mounted 
on their 18th century Florentine ebony bases, and 
direedy compare with the unique terracotta models 
which survive in the Doccia Museum and with 
Soldani’s bronze versions.31

Along with the last five Doccia statuettes, which 
all derive from antique prototypes in the Medici 
collections is an elegant Bacchante with a Panther (or 
Tiger) (figure 13), also called Diana with a Dog?2 Since 
no identical wax or terracotta model is known of this 
composition, its model has been previously thought 
to derive from bronzes by Antonio Montauti, a 
younger contemporary of Soldani, who produced in 
bronze Venus and Adonis, Diana with a Dog, (both in 
the Galleria Nazionale, Rome) and also the Hunter 
until a Dog, only the latter recorded as reproduced at 
Doccia according to the inventory.33 In actuality, 
since the small head of the porcelain female figure is 
of a different style than on Montauti’s groups, and 
like those found in works by Foggini, this model was 
probably made by Foggini. Moreover, the inventory 
of models references Diana with a Dog by Foggini

Figure 9Figure 8

and it is known that Foggini restored antique 
statues.34 Further, an original bronze was recently 
discovered in a private collection in England. The 
bronze, like the Doccia group, also has an identical 
small female head and elongated figure, similar to 
others Foggini made.35 Thus the Doccia group may 
be considered as after Foggini, and dates c.1750.

The tour de force of the Detroit collection is a 
monumental Doccia vase (figure 14). It is not a 
reduction of a marble or a bronze like some of the 
previous statuettes, but is pure artistic invention. 
Cast in three sections, the vase stands just over two 
feet tall, making it virtually twice the size and more 
elaborate than the largest known Vincennes vases of 
this period. The front of the Detroit vase represents 
Apollo riding his chariot at sunset (figure 14) and, the 
back, Galatea riding her Dolphin on the waves while 
a Triton gives her a laurel wreath. Each deity is 
surrounded by trophies of war and peace and by 
putti, with a pair of dolphins perched at the top. The 
vase has no practical function, but, rather, is designed 
as a rococo showpiece, — like many of the Doccia 
pieces - a ‘prunkvasc’ for a royal ‘Kunstkammcr*. 
This vase may be identified with the one described 
in the c.1780 Inventory of Models as ‘Una uma 
ovata con tritoni e pesci posati sulla base e basso- 
rilievo nella panda, di terracotta Del Soldani, con 

forme’.3'' Based upon the distinctive putti and itssue
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Figure 10 Athlete Holding a Vase, after a model by 
Massimiliano Soldani (1656-1740). Doccia, c. 1747/50. 
Height: 25.7 without base (DIA 1990.258)

Figure 11 Dancing Faun with Cymbals, after a model by 
Massimiliano Soldani (1656-1740). Doccia, c. 1747/50. 
Height: 27.9 cm without base (DIA 1990.255)

Figure 12 Flora, after a model by Massimiliano Soldani (1656- 
1740). Doccia, c. 1747/50. Height: 26.4 cm (DIA 1990.259)

Figure 13 Diana with a Dog, or Bacchante with a Panther, 
probably after a model by G.B. Foggini (1652-1725). Doccia, 
c. 1750. Height: 33 cm (DIA 1990.261)

collections (e.g. Arese in Osnago, and Costantini in 
Rome).39

Detroit’s Doccia collection provides a study in the 
development of original bases for porcelain sculp
ture. Among the most notable examples is a fanciful 
rococo base, painted with delicate enamel colors, 
designed as a fantastic stage set (figure 16). After 
considerable search, I determined that this, or an 
identical base, was placed under a polychromcd 
Venus and Cupid Doccia group, dating c. 1757/80 
(from the second Doccia period), previously in 
Milan (in the F. and E. Subert collection).40 The 
Detroit polychromed base must have been made 
c. 1755/60 for an important sculptural group and 
could also be attributed to Bruschi. The base is also 
similar in style to a table centerpiece of Doccia 
porcelain, dated 1755, at Villa Cagnola at Gazzada.41

Another important Doccia group in Detroit is 
Pyramus and Tliisbe, after a model by Foggini (figure 
17). This group is of considerable interest for several 
reasons. For the study of porcelain sculptural bases, 
the group presents two figures on a porcelain version 
of the type of elaborate tiered base that Soldani and 
Foggini created for their bronze groups for earlier 
Medici grand-ducal commissions. The wax model 
for Pyrainis and Thisbe does not have the elaborate 
base; Bruschi appears to have chosen it from an 
established repertory' of bases and added it to the 
Doccia model in the 1740s.42 Inexplicably inverted 
before the firing process at Doccia, the base is virtu
ally identical, for example, to that designed by 
Piamontini for his bronze group of Abraham and Isaac 
which Anna Maria Luisa de Medici, sister of Gian 
Gastone, gave to Cavalierc Serristori on her death in 
1743.43

The operatic subject of Pyramus and Thisbe 
presents the tragic aftermath to a secret meeting of a 
Babylonian couple, forbidden by their parents to 
marry'. Thisbe arrived first but as she waited a lioness 
fresh from a kill appeared (and not depicted here). 
Thisbe fled, dropping her cloak, which the lion tore 
to shreds. When Pyramus arrived and discovered the

Figure 12 Figure 13

majestic decorative conception, the model for this 
vase is attributed to Soldani, probably with the assis
tance of Giovanni Casini, a modeler at the Doccia 
factory, who we know, from the existing wax model 
of Evening at Doccia and the inventory records, 
designed the central relief of Evening and Dawn in 
1746.37

Of a similar scale and elaborate artistic conception 
to the Detroit vase are a slightly earlier pair of 
unique wax-models of c.1744 by Soldani, surviving 
since the 1740s in the Ginori collection in Florence, 
and a unique pair of Doccia ewers in Museo Civico 
in Turin, representing Neptune on one and Galatea 
on the other.38 These porcelain ewers have a similar 
grey-green smear glaze covering the white-grey 
body as was typical of the first period of production. 
At least two pair of bronze versions of this model are 
known; one at the Victoria and Albert in London 
and another at the Los Angeles County Museum of 
Art. The Doccia vase and ewers were undoubtedly 
modeled by Bruschi after Soldani’s originals.

Also by Gaspcro Bruschi in Detroit are two from 
the scries of twelve busts of Roman Emperors made 
around 1754/55: Titus Vespasian (figure 15) and 
Tiberius. They rest on their original rococo Doccia 
bases, and it is rare that base and bust survive intact. 
Other busts from this series are at the Minneapolis 
Institute of Arts (Augustus) and in private Italian
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a debt to Doccia, as well as to Roman sculpture (e.g. 
by L.S. Adam and others). After the distinguished 
early porcelain sculpture produced at Meissen and 
Doccia, it is not until the later Sevres scries of Les 
Grand Homines and groups such as Pymalion and 
Galatea by Falconet, that one again finds classically- 
inspired porcelain sculpture of such high quality.46 
These scries, however, date to the 1770s and 1780s 
and are of a different aesthetic. Although the Ginori 
always promoted artistic education at Doccia and the 
presentation of their collection of sculptured models 
and porcelains, Doccia’s glorious creative years faded 
gradually after the death of Carlo Ginori in 1757 and 
then further after Bruschi’s in 1778.47

In two respects the early Doccia factory broke 
new ground: it was the first to manufacture reduc
tions after classical marbles, and it acquired for repro
duction the models of several of the leading 
Florentine sculptors of bronzes from the turn of the 
17th-18th century. It is not only the high quality 
and rarity, but the tone of seriousness which these 
classical and baroque sculptures introduce into the 
otherwise predominantly rococo world of European 
ceramics that set Doccia apart and give it a distinct 
claim to the interest and respect of students of both 
porcelain and sculpture. As with Meissen, Sevres or 
other major 18th-century porcelain factories, the 
experimental early years at Doccia offer a fascinating 
complex history - and one which merits further 
research.

Figure 14 Vase with Cover, by Gaspcro Bruschi (1701-1778), 
after a model by Massimiliano Soldani (1656-1740); central 
reliefs designed by Giovanni Casini (active 1725-1760). Front: 
Apollo in his Chariot. Doccia, c. 1748/50. Height: 60 cm 
PI A 1990.248)

NOTES
1. Several colleagues and friends discussed aspects of this 

article with me, and I am especially grateful to Andrcina 
d’Agliano, Tracey Albainy, Annin Allen, Charles Avery, 
Kate Davson, Jennifer Montagu, Hugo Morley Fletcher, 
Silvana Pettenati, and Axel Ruger.

2. Sec Marchesc Leonardo Ginori Lisci, 1959 and 1963, 
pp.31-39: ‘I Quindici Anni Gloriosi (1742-1757)’, and 
pp.58-64, ‘Lc Plastiche del Primo Pcriodo.’ He coined 
the phrase and discovered the 1757 and c.1780 Doccia 
inventories of stock at Doccia and at the family 
showroom in Livorno (Leghorn). I am also grateful to the 
late Marchcsc Ginori Lisci and to his son, Marchcsc 
Lorenzo Ginori for various discussions in Florence.

3. Sec Figures from Life, exh. cat., 1992, especially articles by 
C. Le Corbeiller, pp.9-11 and S. Tabakoff, pp.12-20. C. 
Lc Corbciller (p.9) points out that European early porce
lain sculpture ‘was the successor to table sculpture in 
sugar (and, to a lesser degree, wax) in a tradition that has 
been traced to North Africa in the twelfth century.’ By 
1600 sugar sculpture using models by Giambologna 
decorated elegant tables first in Medici Florence and 
at court festivals and dinners throughout Europe. For 
Meissen figures, sec 1. Menzhauscn, In Porzellan 
Verzaubert, 1993. For lack of space, this article will not 
discuss early Doccia religious figures, large reliefs, or later 
copies (but sec note 45 below).

4. Sec note 2 (above), Lankhcit 1982, pp.7-14, and Monti 
1988, pp.7-43.

bloody garment, he believed the worst and plunged 
his sword into his side. Thisbe returned to find her 
lover dying and, taking his sword, threw herself 
upon it. As Lankheit cleverly observed, Foggini 
adapted his earlier two-figure bronze group of 
romantic victims, Venus and Adonis (c. 1690, 
Bayerisches National Museum, Munich) to this 
second group by revising the iconography and 
modifying the poses and drapery in the wet clay of 
his model.44

Early Doccia porcelain figures (and reliefs45 - 
although barely discussed here) were technically 
advanced for their time. Consequently, early Doccia 
porcelain sculpture inspired other major European 
ceramic factories: Capodimonte, Le Nove, and Este 
in Italy, Bucn Retiro in Spain, the royal faience 
factory Do Rato in Portugal and others. Even 
Vincennes in some of its early sculpture (such as the 
River God, now in the Art Institute of Chicago) owes

soon
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5. See The Twilight of the Medici, 1973/4, or Gli Ultimi 
Medici, Florence, (leal, cd.), 1974.

6. Ibid, p.328. 13y the mid 18th-century Doccia porcelain 
sculpture can be seen as reviving and continuing creative 
developments in Florence, while the ‘fine arts’ of 
painting and sculpture relatively languished.

7. For the Prodigal Son bronze, sec Twilight 1973/4, no.48, 
pp.86-87. For complete histories and images of the 
Medici, see K. Langedijk, The Portraits of the Medici: 15th 
- l8tli Centuries, 3 vols., Florence, 1981.

8. Darr, 1983 and Darr, ‘A Valentincr Legacy: Italian 
Sculpture,’ Apollo, vol. CXXIV, 298, December 1986, 
pp.476-485.

9. See Selected Bibliography for Doccia Porcelain following 
these notes.

blue and white stampino plate, in direct imitation of the 
mark of the dome of Florence’s cathedral on 16th- 
century Medici porcelain. See Mottola Molfino, (figures 
388/389 and 402/403).

17. See Ginori Lisci 1965; R. Monti ct.al., 1988, pp.46-47 
and 174-175 for examples of Anrcitcr’s decoration.

18. See J. Popc-Hcnncssy 1967 and Twilight 1973/4, no.28, 
pp.64-65. In 1716 Cosimo III dc Medici gave this bronze 
to the French painter Hyacinthc Rigaud in return for a 
self-portrait of the Grand-Duke. For the wax model, sec 
Lankheit, 1982, p. 121, inv. p.22, no.20.

19. Darr 1983, pp.11-14. Many of the wax models arc, in 
fact, a thin layer of wax over plaster.

20. Lankheit 1982, pp.14-19; d’Agliano 1986, R. Monti 
1988, chapter by E. Maggini Catarsi, ‘II Museo di 
Doccia,’ pp.26-38.

21. Ibid and Ginori Lisci, 1959, p.158, and Ginori Lisci, 
1963, p.62f. In 1742 Bruschi was rewarded with the 
honor of being made a member of the Florentine 
Academy del Disegno. By 1777, in an important Doccia 
factory proclamation, Bruschi was called: ‘The first 
Master of the factory, who is said to have trained all the 
other workers.’

22. For illustrations and discussion, see R. Monti 1988, 
Lankheit 1982, Mottola Molfino 1976, and Ginori Lisci 
1963. Also, at the Musco di Doccia in Sesto arc Bruschi’s 
1754 monumental Doccia chimney with Dawn and Dusk 
modeled after Michelangelo’s marble sculptures for the 
Medici Chapel. In Turin is the polychromcd Doccia 
Jupiter and the Eagle after Piamontini’s bronze (see 
Montagu, ‘Some small sculptures by G. Piamontini’, 
Anticliita viva, 3, 1974, pp.3-21).

23. Ibid. Also at the Musco Civico at Palazzo Madama, 
Turin, are other monumental Doccia porcelain sculptures 
such as the Satyr Marsyas, Romulus and Remus and Atlas, 
in addition to the polychromed Doccia group of 
Piamontini’s Zeus (or Jupiter) on his Eagle (sec note 22 
above). The superb Turin collections of Doccia porcelain 
derive from donations by Marchesc Emmanuel d’Azeglio 
to the first national Italian exhibition of ceramics held in 
Turin in 1884. According to S. Pettenati 1984 and 1986 
(Turin exh. cat.), the Turin Doccia collections were 
formed during the Risorgimento with important gifts 
from King Umberto I and leading Italian families, e.g. the 
Ginori, Antonibon, Cantagalli, Castellani, Societa 
Ceramica Riccard, etc.

24. Darr 1983. The original wax Venus and Cupid by Soldani 
is in the Doccia museum and listed by Lankheit 1982, 
p.120 in the Inventory of models on p.21, no. 12.

25. Lankheit 1962, Doc. 351; Montagu 1974 pp.22f, and 
Lankheit 1982, p.120.

26. Lankheit 1982, Inv. p. 9, no. 80. For Tetrode’s Antrinous, 
A.M. Masinelli, Bronzetti c Anticaglic dalla Guararoba di

Cosimo I, Florence (Bargello Museum, no. 18), 1991, 
pp.88-92.

27. Lankheit 1982, p.152, Inventory of models p.74, no.21. 
For the series of bronzes, see Avery 1976, pp. 165-72.

28. For the Ncssus group, see Lankheit 1982, p.152, inven
tory p.73, no. 15 (probably the DIA example) and also 
Inv. p.27, n.4; and p.22, n.23.

29. For St Mark, see various Apostoli modelled by Bruschi 
cited in Lankheit 1982, pp.89-92, 101-2, inv. p.4, no.13 
and no. 17.

30. Avery 1976, p.165; for the Bacchus, see Lankheit 1982, 
p.157, Inv. p.80, no. 14 for the model; the original terra-

of Bacchus is at the Doccia Museum (see Lankheit 
1982, figure 20). Bacchus, however, was a popular subject

10. Soldani’s Apollo and Daphne sold at the auction of the 
Elizabeth Parke Firestone Collection, Christie’s, New York, 
March 22-23, 1991, lot 840 (model identified by 
Lankheit). The Cleveland Museum’s Soldani cast terra
cotta group of Apollo and Daphne with three Putti is made 
from the same original piece-molds as the Doccia porce
lain group.

11. Mottola Molfmo, 1976, pp.184-185; Ginori Lisci, 1963, 
M. Benini, 1984.

12. H. Tait, 1960.
13. Op. cit, n. 11.
14. Ginori Lisci, 1963, pp.84-86, 125-127 and d’Agliano, 

1986, pp.21-22.
15. Ibid
16. Although early Doccia is generally not marked, one finds 

Zimfcld’s initial ‘Z’ deceptively placed on the back of a

Figure 15 Head of Titus Vespasianus, by Gaspero Bruschi 
(1701-1778). Doccia, c. 1754. Height: 52.1 cm, with original 
Doccia base piA 1990.249)

see

cotta
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Caesars. The original marble busts are in the Capitolinc 
Museum in Rome.

40. G. Morazzoni, plate 253b illustrates an identical base with 
a Venus and Cupid group, c.1780, in the F. and E. Subcrt 
collection, Milan.

41. See Ginori Lisci 1963, figure 46. See also a bronze base 
of a porcelain tureen in a private collection dated 1755, 
published in Ginori Lisci, 1963, plate XIX.

42. Lankheit 1982, p.123, Inv. p.23, no.33 (and figure 55) 
references the original Foggini wax model.

43. Twilight 1973/74, pp.90-91, no.52. The base on the 
Detroit group Pyrainus and Thisbc is also virtually identical 
to that on the Doccia group of Lcda and the Swan after a 
model by Soldani in the Musco Stibbcrt in Florence, but 
less so to the base of the related bronze of Lcda and the 
Swan in a private collection, London (see J. Montagu 
1974). G. Bruschi, the chief modeller, seems to have 
responsible for adding the porcelain versions of the 
grand-ducal bases.

44. Lankheit 1982, p.123. Also Bruschi modified Foggini’s 
earlier group for Doccia.

45. For Doccia basso rilievo istoriato reliefs after lead plaquettes 
by Guglielmo della Porta in the Ginori collection, sec 
Mottola Molfino 1976, figure 424 and Monti 1988, p.14, 
figures 9-11. The Detroit collection has four early 
(c. 1740/45) Doccia reliefs after della Porta plaquettcs: 
Apollo and Marsyas, (FI990.22), Hermaphrodite and the 
Nymph Salmacis (F1990.20). Diana and CaUisto 
(F1990.19), and Venus and Adonis (F1990.21).

46. Ginori Lisci, 1959, pp.157 ff; Ginori Lisci, 1979;

and a few Doccia statuettes of it are known; for example, 
another Bacchus is in Sesto Fiorentino.

31. From this series by Soldani at least thirteen different 
models available in Doccia are listed in the Inventory of 
models. The models, all by Soldani, are recorded in 
Lankheit 1982 as follows:
The model for Virtue Triumphant Over Vcc after 
Giambologna is listed on p. 151, Inv. p.72, no.8. The wax 
and another porcelain of this model remain in the Doccia 
Museum.
The model for Pomona after the antique marble kept in 
the Utfizi, is listed on p.157, Inv. p.80, no. 13.
The model for Lcda and the Swan is recorded on Inv. 
p.80, no. 15 and the terracotta model and another porce
lain are at the Doccia Museum.
The model for the Athlete Holding a Vase is on p.157, Inv. 
p.Sl, no.IS; the terracotta and another porcelain version 
are at Doccia.
The model for Detroit’s Dancing Faun is listed on p.157, 
Inv. p.Sl, no. 16; the composition existed in five sizes, sec 
Inv. p.5, no.ll; p.29, no.28; p.49, no.17; and p.76, 
no. 1/6. The terracotta model and another porcelain 
remain at the Doccia Museum.
The model for Flora is listed on p.158, Inv. p.81, no.21.

32. Lankheit 1982, Inv. p.7, no.59; p.76. no. 1/3, 1/10, and 
p.88, no.S/2. Only the latter entry mentions any animal: 
una Diana con cane.

33. Lankheit 1982, Inv. p.29, no.24.
34. For Montauti, sec J. Montagu 1974, pp.21-23, figures 8- 

10. For Foggini’s Diana con cane, sec Lankheit 1982, 
p.161, Inv. p.88, no.8/2. For Fogginis Bacchante, see 
Lankheit 1982, p.108, Inv. p.7, no.59. The original for 
this statue is a Roman antique marble statue (late 2nd 
century A.D.), today in the Uffizi, but once kept in 
Palazzo Pitti, where Vasari saw and inventoried it as 
‘Diana with a Tiger.’ The model is listed on p.159, Inv. 
p.88, no.8/2. S. Rcinach, Repertoire dc la Statuairc Grccquc 
ct Romainc, vol. I, Paris 1906, p.394, illustrates the same 
marble as a ‘Bacchante’ (no. 1648).

35. I am grateftil to A. d’Agliano who first suggested the 
attribution to Foggini (in correspondence), and for subse
quent discussions with J. Montagu, who discovered 
Montauti’s inventory and bequest (but who docs not 
favour the Montauti attribution for this porcelain). 
Charles Avery' kindly brought to my attention the 
identical unknown bronze now in a private collection in 
England. For the Montauti Hunter and Dog group, also 
see Twilight 1973/74, p.86, n.49.

36. Lankheit 1982, p.125, Inv. p.27, n.l.
37. The low relief of Apollo derives from a plaque by 

Giovanni Casini of Evening (Lankheit 1982, figure 209, 
Inv. p.42, no.132). Jennifer Montagu kindly informed me 
that the unidentified terracotta model of Evening in the 
Musec dcs Arts Decoratifs, Paris, is the identical Giovanni 
Casini composition found in wax in Scsto and on the 
porcelain vase in Detroit. The low relief on the back 
derives from Casini’s Daunt (cf. Lankheit, 1982, p.141, 
Inv. p.42, no. 135). Lankheit states that Casini was 
Foggini’s pupil.

38. The Doccia ewers are discussed in Ginori Lisci 1963, 
p.133, no.63 and Lankheit 1982, pp.126-127, Inv. p.27, 
no.5, and p.28, no.17.

39. See Lankheit 1980 and Lankheit 1982, p.118, Inv. p.7, 
no.38 for the list of the models of the twelve busts of

Figure 16 Base for a sculptural group (probably Venus and 
Cupid), attributed to Gaspero Bruschi (1701-1778), probably 
after a model by Massimiliano Soldani (1656-1740). Doccia, 
with polychromy, c. 1755/60. Width: 41.9 cm (DIA 
1990.263)

M. Bcnini, 1985, pp.75-82. For Lcs Grands Homines 
scries, sec most recently, G. Schcrf, ‘La Galerie dcs 
“grands Homme”...du XVIII siede,’ Revue du Louvre, 
5/6, 1993, pp.58-67.

47. R. Monti 1988, pp.97-153, for the cyclical and subse
quent phases of development at Doccia, which staged a 
revival during the 19th-century when the factory 
prospered and grew to an enormous size of 75,000 square 
metres by 1895. The factory remained in active produc
tion and under control of the Ginori family until 1896 
when it merged with the Society Richard of Milan under
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Figure 17 Pyramis and Thisbc, attributed to Gaspero Bruschi 
(1701-1778) after a model by G. B. Foggini (1652-1725). 
Doccia, c. 1745/50. Height: 41.9 cm (DIA 1990.248)

the name Richard-Ginori. The Ginori always promoted 
artistic education and the presentation of their collection 
of Doccia porcelains and sculpture models. In the 1880s 
the Doccia factory established a new public museum and 
new showrooms in Scsto Fiorentino on the site of the 
original factory. In the 1960s, a new very modem 
museum was built from designs by chief designer Gio 
Ponte to house this 250 year-old collection.
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