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I Tatti Year Fellows 
Samir Boumediene Veritas filia temporis. Politics of Discovery in Renaissance Europe Arianna Brunori «I don’t imitate nature, I work like her!». 
The Competition between Alchemy and Visual Arts in the Italian and French Renaissance Veronica Copello Women’s reception of the Classics in 
Early Modern Italy Jane Hatter Musical Women in Visual Culture of Early Sixteenth-Century Italy: Gender, Sexuality, and Knowledge Sundar 
Henny Floating States of the Mediterranean: Towards a Global Microhistory of Ships Amanda Hilliam The Natural Poiesis of Drapery in Italian 
Art 1420-1520 Dustin Klinger The Humanists and the Arabs: Arabic Philosophical Manuscripts in the Scholarly Circles of Florence, Venice, and 
Rome, 1450-1650 Jakub Koguciuk Arts of Arcadia: Italian Renaissance Pastoral and Ecology Anca-Delia Moldovan “The Noblest of All Plants”: 
A Visual and Cultural Study of the Olive Tree and Oil in Sixteenth-Century Tuscany Cora Presezzi In the midst of the world, at the end of time. 
The Valley of Jehoshaphat in Renaissance Italy (14th-17th century) Jonathan Regier Girolamo Cardano on Natural and Political Risk Clémence 
Revest Creating the Discourse of the Renaissance State: Humanistic Oratory and the Foundation of the Venetian Terraferma Éliane Roux Japan’s 
“Christian Century” in the Center of Christianity: Proto-Orientalism and Far Eastern Art and Culture in Rome (1549-1650) Laura Stefanescu Neri 
di Bicci: Art, Theater, and Popular Culture in Renaissance Florence

 

I Tatti Term Fellows
Diana Belci Between the Gates of Florence and the Sultan’s Palace. The Influence of Italian Renaissance Architects on Local Craftsman in 
Transylvania and the Romanian Principalities Mary Franklin-Brown The Senses of Early Chess: Songs, Objects, Allegories Sarah Guérin In auro 
de Paleola: Aspirations for African Gold in the Trecento Nicoletta Leonardi Photography, Late Medieval and Renaissance Revivalisms, and the 
Teaching of the Fine and Applied Arts in Post-Unification Italy Sama Mammadova A Bank for the People: Monti di Pietà and Civil Resistance in the 
Mediterranean and the Atlantic, 1400-1700s Gabriele Marcon Renaissance Underground: Women’s Knowledge, German Miners, and Sustainability 
in the Medici Mines Emma Merkling Alchemy and the Anglo-Florentines: Neoplatonism, Occultism, and Evelyn De Morgan’s Renaissance Emily 
Monty Empire within Reach: Spanish Subjects and Roman Prints, c. 1493-1651 Alejandro Nodarse Operations of the Image: Painting, Medicine, and 
the Origin of Aesthetics in Baroque Rome and Naples Alexandr Osipian Oriental Carpets in Renaissance Art and Public Discourse: Cultural transfer 
Between the Middle East, Italy and Eastern Europe Dimitri Ozerkov Vicenzo Brenna and the funeral architecture of the late Baroque Arseniy Petrov 
Polychrome solutions for the facades of the churches built by Renaissance architects in Rus’ in the 15th-16th centuries Daniel Savoy Modeling 
Architecture, the Body, and the Soul in Renaissance Italy Jennifer Scappettone Poetry After Barbarism: Fascism, The Xenoglossic Word, and the 
Early Modern Tethers of a Motherless Tongue Cheikh Sene The Mediterranean: a space of entanglement of networks, material culture and Exchange 
between Europe and West Africa (15th-18th century) Vladimir Simić Unveiling Renaissance and Baroque Inspirations in Early Modern Slavonic 
Emblem Books Daniel Spaulding Panofsky at the Crossroads: Hercules am Scheidewege and the Inscription of Subjectivity Elly Truitt Marvelous 
Inventions: Roger Bacon, the Middle Ages, and the Making of Modern Science Justine Walden Naming Race in the Renaissance Mengistu Gobezie 
Worku Exploring the Architectural Traces of the East Mediterranean World from the Church of Yimrhane Kristos, Ethiopia

Visiting Professors
Niall Atkinson The Foreigner’s Wandering Eye: Art, Mobility, and Ecology in French Responses to Early Modern Rome (a collaborative project 
with Susanna Caviglia - Duke University) Carmen Bambach Raphael Yve-Alain Bois Matisse’s Italy Timothy Brook John Selden’s Library of the 
World Anna Contadini Islamic Art in Italy: Objects and Manuscripts in Bologna Collections William Franke Transmedial Transmissions: Dante 
Gabriel Rossetti and the Cult of the Vita Nuova Dario Gamboni From “lusus naturae” to “Picasso in the Snow,” and back Stephen Greenblatt 
Marlowe’s Suddenness David Lines Professors of Arts and Medicine in Renaissance Italy Kate Lowe African people, materials, animals and objects 
in Renaissance Florence David Marsh Challenging the Chancellor: Bruni, Manetti, and Alberti Joan-Pau Rubiés Rethinking the Global Renaissance 
Michelangelo Sabatino The Modern Pavilion and the Disappearance of Architecture: Art, Architecture, and Landscape Avinoam Shalem Between 
Black and Brown Africa: For Critical Re-Writing of Mediterranean Histories Ramie Targoff Petrarch in Global Translation: A Genealogy of Western 
Love Francesca Trivellato Renaissance Individualism Revisited: A Business History Perspective Guillermo Wilde Indigenous Map-making and the 
Jesuit`s Italian Culture (17th and 18th centuries)

Artists in Residence
Benjamin Appl Voice and Piano Recital James Baillieu Voice and Piano Recital Nathaniel Kahn Researching and writing a screenplay for an 
upcoming feature film Florian Pumhoesl Abstract Drawings and Reliefs Andreas Staier Polyphonic techniques in the Keyboard music of William 
Byrd Johanna Weis Looking at Renaissance Ornament

Director’s Appointments
Paul Galvez Cézanne in Florence (times two) Deborah Parker Becoming Belle da Costa Greene: A Visionary Librarian Through Her Letters	

Research Associates
Ludovica Galeazzo Archipelago: Mapping the Islands of the Venetian Lagoon

23/24  I  TATTI APPOINTEES a MESSAGE
from the DIRECTOR
Dear Friends, 

I Tatti continues to look to the future as we push the boundaries 
of the Renaissance and explore its furthest reaches. Our 
dynamic international center welcomes talented scholars from 
around the world who are engaged in cutting-edge research 
in their respective fields, allowing them to focus on their work 
and to bask in the intellectual energy that is generated by 
fellowship and collaboration. 

2023/24 Artist in Residence Yemane Demissie was struck 
by this melting pot of geographies and disciplines at I Tatti, 
and by how the conversation over drinks or lunch can flow 
easily and naturally between the place of mathematics in 
16th-century Padua to the regulation of trade in Senegambian 
states (page 7). 

Indeed, our focus on interactions between Renaissance Italy 
and Africa has been ongoing for some years, and as I Tatti’s first 
Marlène and Paolo Fresco Fellow, Sarah Guérin points out, I 
Tatti has become a hub “for the study of early interactions 
between the two shores of the Mediterranean” (page 14). 

Yet even though we look to the future and strive to lead the 
way in terms of where Renaissance studies are headed, our 
Center remains close to its roots and to the life and larger 
intellectual world of Bernard Berenson, I Tatti’s founder, 
who bequeathed I Tatti to Harvard more than sixty years ago.

In fact, this part of I Tatti’s story is so rich that we have 
inaugurated a new series of publications (the Berenson 
Green Series) that explores the vibrant intellectual, artistic, 
and cultural energy that characterized Florence from the late 
nineteenth century through World War II. 

Another related project saw us work closely with the Morgan 
Library to make the letters from Belle da Costa Greene to 
Bernard Berenson held in I Tatti’s archives available online. 
The project launched on October 24 to coincide with the 
Morgan’s exhibition honoring its inaugural director, Greene, 
and can be viewed at bellegreene.itatti.harvard.edu. 

Berenson’s influence is still felt strongly throughout the 
Villa, and Visiting Professor Michelangelo Sabatino notes 
on page 17 that Berenson’s innovative placement of objects 
and artworks encourages the generations of scholars who pass 
through I Tatti’s doors to look around and remain curious. 

Our Center’s artworks and their care are very much on the 
mind of I Tatti’s recently appointed curator, Louise Arizzoli, 
who is already overseeing the conservation of several jewels 
of the collection, including Neri di Bicci’s Adoration of the 
Christ Child with Saint Lawrence (page 10). 

Some scholars even stumble upon connections to Berenson 
by accident, including 2023/24 Director’s Appointment 
Paul Galvez, who discovered in the course of his research 
that Berenson was already writing about Cézanne at a time 
when he was largely unknown to English-speaking audiences 
(page 4).

It is with Berenson’s gift to Harvard of I Tatti in mind that 
we are launching the Berenson Society (page 20). This 
new society acknowledges all those who have been inspired 
by Berenson’s original gift to leave a legacy gift in turn. 
Generosity toward future generations of Tattiani, begun by 
Berenson himself, has long been a hallmark of I Tatti’s unique 
community, and I am grateful to the scholars and friends from 
around the world who recognize the enduring importance of 
our Center’s work. 

Alina Payne 
Paul E. Geier Director, Villa I Tatti, The Harvard University 
Center for Italian Renaissance Studies 
Alexander P. Misheff Professor of History of Art and 
Architecture, Harvard University  

https://bellegreene.itatti.harvard.edu
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HOUSE on a HILL:
CÉZANNE and FLORENCE

Paul Galvez is a historian of modern art and was Director’s Appointment at I Tatti in 2023. His research interests 
include the history of artistic practice and technique in modernist painting and sculpture, materialism and the search for 

origins, hybridity and translation in the visual arts, and the relationships between art, literature, and the sciences.

           rior to my stay at I Tatti in 2023, there would have been 
little reason for me to include Paul Cézanne and Florence in 
the same sentence, let alone the same project. For in my 
own intellectual upbringing, Cézanne and Florence were 
like distant circles in a Venn diagram: two perfect spheres 
with no overlap. It is easy to see why this was the case: 
first, the Provencal painter never visited the Tuscan capital 
nor exhibited work there during his lifetime; secondly, 
in Cézanne studies, as in the history of modern art more 
generally, Renaissance art is largely an academic model to 
be rejected, the enemy to be slain, not the source of elective 
affinities.

A serendipitous visit to the Palazzo Vecchio not long after 
my arrival in Florence upended this received wisdom. 
After seeing an exhibition of Lucio Fontana’s sculpture 
(a disappointment—just a handful of works, badly lit and 
displayed, made all the more anemic by being exhibited 
alongside a stunning Donatello), I made my way to the next 
floor, almost skipping past a small suite of rooms displaying 
works from the permanent collection. The wall text indicated 
that all the pieces on display in this section had been given 
to the city of Florence in 1928 by a wealthy American 
collector named Charles Loeser on the condition that they 
be exhibited together according to his instructions. 

...in Cézanne studies, as in the history of modern art more 
generally, Renaissance art is largely an academic model to 
be rejected, the enemy to be slain, not the source of elective 
affinities.

The label’s next piece of information was truly eye-opening: 
In addition to possessing a museum quality collection 
of Renaissance art, Loeser, the New York-born son of a 

successful German department store magnate, also owned 
sixteen Cézannes, the earliest of which had been acquired in 
1896. Those familiar with the history of Cézanne reception 
will know that hardly anyone outside his close circle of artist 
friends and a handful of collectors bought his work before 
1895, when he had his first one-man show ever at the 
gallery of Ambroise Vollard. It would take several years of 
solo shows for the likes of Louisine Havemeyer, Gertrude 
and Leo Stein, and other pioneering collectors to acquire his 
work in numbers.

If we add to Loeser’s collection the Cézannes that the 
Italian-American painter Egisto Fabbri had already bought 
and kept in Florence by this time, then for a brief period 
just before the turn of the century, there were probably 
more Cézannes in Florence than anywhere in the world 
outside of Paris and Aix-en-Provence. This would perhaps 
be nothing more than a bit of high cultural trivia were 
it not for the fact that Loeser’s overlapping interest in 
modern painting and Renaissance art was shared by another 
Harvard alum and Renaissance connoisseur then residing 
in Florence, one no doubt well-known to readers of this 
newsletter, Bernard Berenson. Indeed, the two men—both 
Jewish, both enamored with art history, but with different 
class backgrounds—toured Italy together after graduating in 
1888, frequented the same Parisian galleries and collections 
in the 1890s, and later even hired the same architect, Cecil 
Pinsent, to renovate their villas on opposite sides of the 
Arno (currently Villa I Tatti and the International School of 
Florence).

Further digging in the Berenson literature and the archives 
at I Tatti revealed that Berenson was in fact the first 
writer in English to mention Cézanne by name. That he 
did so in his book Central Italian Painters of the Renaissance 
(1897), in a brief passage comparing the “tactile values” of 

Cézanne’s skies to those of Michelangelo’s sculpture, is no 
less telling. For it underscores in no uncertain terms that 
what made Cézanne’s painting legible to people like Loeser 
and Berenson at a time when it remained mostly illegible to 
almost everyone else outside the artist’s circle was a certain 
“tactility” that, in their view, it shared with Renaissance 
art. Contrary to a historiographic tradition that would pit 
Cézanne against the Renaissance, Berenson and Loeser 
read Cézanne alongside and with it (or, more specifically, 
a Renaissance pre-occupied with the spatiotemporal 
dynamics of the sculptural relief, as laid out in the writings of 
Berenson’s friend, the Florence-based German art historian 
Adolf von Hildebrand). 

For it underscores in no uncertain terms that what made 
Cézanne’s painting legible to people like Loeser and 
Berenson at a time when it remained mostly illegible to 
almost everyone else outside the artist’s circle was a certain 
“tactility” that, in their view, it shared with Renaissance 
art. 

I began to realize over the course of my stay that a project 
on “Cézanne and Florence” was really a prelude to a larger 
study on “Modern Art and Renaissance Art History.” Just 

as Loeser’s Cézanne collection can be considered a by-
product of changing interpretations of the Renaissance at 
the end of the nineteenth century, so was my interest in the 
relationship between modern artists and the art historians 
of their era shaped by the dynamic scholarly environment 
of I Tatti, a twenty-first century laboratory where the 
contemporaneity and multiplicity of the Renaissance is 
constantly re-examined and thus kept alive.

 Paul Galvez at I Tatti 
Paul Cézanne, Maisons sur la colline, Provence, The White House Collection

P

continued overleaf
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Discussions with I Tatti Fellows and professors about the 
history of their own discipline propelled the research 
immeasurably, as did ongoing conversations with Artists-
in-residence Johanna Weis and Nathaniel Kahn and visitors 
from the field of modern art such as Dario Gamboni. As a 
result, Florence began to appear less like a mythic citadel of 
high culture and more like a modernist collage in which bits 
and pieces of history collided and combined, like adjacent 
chapels in an unfinished church or fragments embedded in 
an otherwise unadorned plaster wall.

On a final note, “Cézanne and Florence” strangely enough 
also led me back to the United States. Upon his death, 
Charles Loeser donated his object collection to the city of 
Florence, his Renaissance drawings to the Fogg Art Museum, 

and eight of his Cézannes to the White House, where they 
were meant to hang as an ensemble. However, the donation 
was predictably declined, the paintings remained in Europe, 
and their intended installation only properly took place in the 
early 1960s, when the White House was renovated under 
the Kennedy administration. The story of their extraction 
from Europe and eventual hanging in the National Gallery 
of Art in Washington, D.C., where I long ago first saw them 
without knowing any of their history, is a tale of curatorial 
intrigue best reserved for another day. What one can say 
is that it took someone like Loeser, who saw the modern in 
Renaissance art, to correctly intuit that Cézanne would one 
day follow his Renaissance predecessors into the hallowed 
halls of art history.

Photograph of Charles Alexander Loeser  
Jacqueline Kennedy with Loeser’s granddaughter, Philippa Calnan, posing at the White House with Cézanne’s House on the Marne   

RESIDENCE and REFLECTION
 Exploring Italo-Ethiopian

 Wartime Narratives at I  Tatti

Yemane Demissie was Artist in Residence at I Tatti in 2023. He is an educator and filmmaker whose work includes both narrative 
feature films and feature documentaries. A tenured full professor in the Department of Film & TV at NYU’s Tisch School of the 
Arts, Demissie is currently making The Quantum Leapers, a multimedia project about Ethiopian modernity and independence 

during the Emperor Haile Selassie era.

	
      am a filmmaker and educator by profession and 
vocation. In early 2010, I began researching and producing 
a multimedia anthology about Ethiopia and Ethiopians 
embracing and tackling modernity during the Emperor 
Haile Selassie era (1916-1975). During this near decade 
and a half production, while spending extended periods at 
academic centers or artist residencies to organize and edit 
the material, I socialized and conferred with a multitude of 
scholars and artists engaged in a broad range of visual and 
performing arts or disciplines in the social sciences and 
humanities. Befriending and bouncing off concepts and 
ideas with this remarkable group of people enriched and 
expanded my outlook and work.

However, between May and June 2023, I had an unusual 
experience as artist in residence at Villa I Tatti. My seven 
weeks at the Center coincided with the Black Mediterranean/ 
Mediterraneo Nero - Artistic Encounters and Counter-
narratives / Incontri artistici e contronarrazioni project.  This 
initiative explored the role played by the African continent 
in shaping Mediterranean culture during the early modern 
period (14th - 17th centuries). A collaboration between I 
Tatti and Avinoam Shalem—Riggio Professor of the History 
of the Arts of Islam at Columbia University and former 

Visiting Professor at I Tatti—this project consisted of 
Fellowships, Visiting Professorships, Exploratory Seminars, 
Workshops, and Masterclasses.

I found myself in the company of several Ethiopianists 
from Ethiopia and beyond whose research also, directly 
or indirectly, considered encounters with (pre)modernity 
several centuries before. For example, I Tatti/Getty 
Foundation Visiting Professor Olivia Adankpo-Labadie’s 
examination of the importance of Ethiopian pilgrimage in 
the Mediterranean, Berenson Fellow Matteo Salvadore’s 
study of life histories of diasporic Ethiopians in the early 
modern Mediterranean and Indian Ocean worlds, and 
I Tatti/Getty Foundation Fellow Deresse Ayenachew 
Woldetsadik’s exploration of Medieval Ethiopian Royal 
Churches in Mediterranean styles (15th-16th century).

I found myself in the company of several Ethiopianists 
from Ethiopia and beyond whose research also, directly 
or indirectly, considered encounters with (pre)modernity 
several centuries before.

Secular education, rail and steam power, and 20th century 
weapons of mass destructions, including the airplane, had 
shaken and transformed the lives of many of the individuals 
I interviewed. While at I Tatti, by browsing through the 
published work of some of the above Fellows, and while in 
Rome, during the two-day visit to the Vatican Library and the 
Pontifical Ethiopian College, organized by the I Tatti/Black 
Mediterranean project, I learned about Ethiopians travelling to 
and residing in Mediterranean countries during the medieval 
era. Encountering the printing press, I also imagined their 
discovery of the telescope and the musket.  Such musing 
helped me re-envision my understanding and appreciation of 
the deep-rooted nature of the modernity in Ethiopia.

I

Yemane Demissie at I Tatti 
(opposite page, top image) Paul Cézanne, The Forest, The White House Collection
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I was housed at Molino di Sotto, the designated apartment 
for artists-in-residence, located at the bottom of the I Tatti 
Garden. In May and June, the Tuscan daylight that broke 
around 6:30 am seeped through the cracks of my bedroom 
window shutters. In the first few weeks, each morning, 
I made a cup of coffee, opened the large shutters in the 
bedroom, and sipped as the backyard mist lifted and receded 
past the large uphill meadow, disappearing into the line of 
trees along the diagonal road that led to the San Martino 
a Mensola Church. A few weeks later, I switched up the 
routine, joining Fellows Shamil Jeppie, Marco Demichelis 
and Damiano Acciarino on early morning jogs in the area, 
and occasionally to central Florence.
 
Refreshed after a cold shower and a bite to eat, I started 
the workday heading to the studio and opening AVID, the 
film editing software on my computer.  I listened and began 
categorizing the first interview of the day.

During one of the many battles with the Italian military force 
at the northern front, an aerial bomb laced with mustard gas 
explodes on the ground, blinding Lemma Gebremariam, 
an Ethiopian soldier.  Confined in an Addis Abeba hospital 
for several weeks with bandages wrapped around his eyes, 
Lemma is discharged unexpectedly and in a hurry. As Lemma 
staggers into the city streets leaning on a Samaritan, the 
absence of Amharic, the cacophony of Italian, and the clip 

clop of a team of horses bewilder him.  Instinctively, he yanks 
the thick gauze protecting his eyes. When Lemma opens his 
debilitated eyes, a flood of yellow light forces him to close 
them again. Lemma squints to contain his astonishment and 
euphoria. As he opens the slit in his eyes anew, nebulous 
figures near and far come into focus.  Entering the capital 
is a cavalcade of an Italian mechanized column behind the 
military commander, Marshal Pietro Badoglio, astride his 
dapple-grey steed. 

A green woodpecker flashes past the window. I avert my 
eyes from the laptop, searching for it on the branches of the 
fig tree.  It is nowhere in sight. 

I shift my gaze back to the screen.  Hirut Imru, exiled in 
Jerusalem with her mother and siblings, walks, as usual, 
to Saint Joseph’s, the French Catholic school she was 
attending, and which was a stone’s throw away from the 
Ethiopian Orthodox monastery. Earlier, that morning, Hirut 
had heard on the radio that Hitler’s army had just entered 
and occupied Paris. As Hirut climbs up the stairs to her 
classroom, the church bells of Saint Joseph ring without 
interruption. Hirut notices her teacher, Sister Barbara, 
shrouded in her starched wimple, descending the stairs 
towards her.  Sister Barbara pauses a few steps above Hirut 
and whispers in French, “Pray for us.  Pray for us.” 

Several meters past the window ledge, garden staff member 
Gianluca Rossi hoses the flagstone terrace of debris while 
garden staff member Niccolò Barontini snips errant fig 
tree branches.  Determined to maintain my concentration, 
I lower my eyes to find out what Getachew did with his 
trophy.  The alarm on my phone interrupts the pursuit.  It 
is 12:25 pm.

I get up and close all the shutters in the apartment before 
dashing to the Villa.  It is time to reconnect with fellow 
humans over baked potato chips and Virgin Marys.  At 1 pm, 
Stefano Barbieri, the maggiordomo, summons us all to the 
dining area, indoors or outdoors, depending on the schedule, 
where he and his inimitable staff serve I Tatti produced wine 
and an array of delectable Tuscan and Italian offerings. 

If seated next to director Alina Payne, she would always 
graciously introduce me and the other Fellows at the table 
to visitors or newly arrived Fellows.  While indulging in the 
local wine and savoring morsels of the multi course meals, 
I learn about the use of blood in Latin American art, about 
the place of mathematics in 16th century Padua, about 
the path of imported beads found in Ethiopian megalithic 
archaeological sites, about drawings in legal and juridical 
early modern Italian documents, about Rotwelsch, a Central 
European underground language, and about the regulation 
of trade in Senegambian states.

After lunch, I return to the apartment and resume my 
odyssey to wartime Ethiopia.
    	

In the distance, Fellows on errands or returning from breaks, 
wave and walk past toward the Villa’s garden entrance.  
Soon thereafter, the metal gates beyond my window click 
open and close several seconds later.  

I made a cup of coffee, opened the large shutters in the 
bedroom, and sipped as the backyard mist lifted and 
receded past the large uphill meadow, disappearing into 
the line of trees along the diagonal road that led to the San 
Martino a Mensola Church. 

I retrain my eyes on the computer and begin organizing 
the recollections of Getachew Mekasha. Young Getachew 
observes dozens of Italian prisoners board a freight train 
designated to transport them to British POW camps in 
Kenya.  As Getachew and dozens of other schoolchildren 
stare motionless at the spectacle, several captives slide 
their arms through the gaps in the boarded locomotive and 
shake their clenched fists, shouting, “We will return!  We 
will return!”  When an even more ardent member slips a 
small Italian flag through an opening and brandishes it at 
the students, Getachew ducks and crawls under the car.  
Intrigued by their friend’s antics, the children crouch to look 

for him.  Undetected, Getachew suddenly leaps 
and snatches the tricolor, flabbergasting 

the clamorous din. 

Detail of postcard from the magazine La Tribuna Illustrata
The landscape around the studio for Artists in Residence at Ponte a Mensola  
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THE ART OF CONSERVATION:
Neri  di  Bicci ’s  Adoration 

and its Fractured History

Louise Arizzoli is Agnes Mongan Curator of the Fototeca and the I Tatti Art Collection. Prior to joining I Tatti in 2024, she was 
Instructional Associate Professor of Art History at the University of Mississippi and Acting Curator for Western Art before 1800 at 
the Indiana University Art Museum. Before her tenure in the United States, she worked as an archivist and exhibition coordinator at 

the Archivio della Scuola Romana, Rome. 

	 eri di Bicci’s Adoration of the Child with Saint 
Lawrence, dated 1464, is a rather small egg tempera panel 
that Mary and Bernard Berenson bought in the early 
twentieth century to decorate their home. According to 
the 1942 inventory compiled after Bernard and Mary—
considered enemy aliens — had their property sequestrated, 
the panel was originally in the bedroom of their librarian, 
Nicky Mariano. More recently it has hung on the wall of 
the staircase leading to the Villa’s second floor, where its 
tarnished and dull pictorial surface has perhaps failed to 

catch the eye. Conservation work currently underway at 
the Opificio delle Pietre Dure, however, is slowly but surely 
restoring this little painting to its original splendor, revealing 
previously unseen qualities along the way. 

Traces of old attacks by woodworm have caused visible 
damage to the back of the painting, while aggressive 
conservation treatments carried out prior to the 20th 
century have altered parts of the original pictorial surface. 
Furthermore, damage dating to the Second World War 

N

has further affected our 
Adoration, but also offers a 
glimpse into a key moment 
in its conservation history 
through the figure of 
Giannino Marchig, a painter, 
conservator, and close friend 
of Bernard Berenson, who 
restored the panel between 
1945 and 1948. 

These layers of human 
intervention are fragments of 
the painting’s history, and by 
piecing them together we can 
hope to better understand 
its past. Under the highly 
skilled care of conservators 
Elisabetta Bianco and Alberto 
Dimuccio at the Opificio, the 
painting was recently laid bare 
without its frame while traces 
of previous restorations on the 
back were removed, revealing 
its vulnerability. In terms of 
human experience, these 
fragments are like wrinkles on 
a face and the conservators’ 
work akin to delicate surgery - 
one that removes and repairs, 
revives and rejuvenates. The 
painting has aged, but it 
still has so much to tell the 
modern viewer. 

Traces of old attacks by 
woodworm have caused 
visible damage to the back of the painting, while aggressive 
conservation treatments carried out prior to the 20th 
century have altered parts of the original pictorial surface. 

In the study of Quattrocento Florence, Neri di Bicci 
has often been considered secondary to painters such as 
Botticelli or Ghirlandaio. Yet, in his own time, Neri di Bicci 
was highly successful, sought after for his deeply devotional 
conservative style, vivid colors, and graceful compositions. 
Neri di Bicci was the last in a family of artists and the son of 
Bicci di Lorenzo (Mary Berenson, in 1915, rediscovered some 
of his works and wrote a pivotal article in Rassegna d’Arte). 
Despite his success in his own time, interest in Neri di Bicci 
only resurfaced in the 1920s, sparked by the research of 

Bernard Berenson and the Dutch art historian Raimond 
Van Marle. From 1919 to 1936 the two corresponded 
frequently, exchanging photographs and debating 
attributions - sometimes animatedly. In The development 
of the Italian schools of painting, Van Marle considered Neri 
di Bicci  “just as productive as he was mediocre”, while 
Bernard Berenson found a relative fondness for his work, 
describing a “whimsicality, a heartiness, a candour...that 
wins over” (Homeless Paintings of the Renaissance, 1969). 
This appreciation led Berenson to acquire three of Neri’s 
artworks: in addition to the Adoration, the I Tatti collection 
holds a predella panel with an Adoration of the Christ Child 
with the Annunciation to the Shepherds and Stories of the Magi 
(1460s), as well as Saint Jerome in Penance before the Crucifix 
(1460s). 

(l) Virgin and Child after Desidero da Settignano in the Fogg Art Museum, with polychrome frame by Neri di Bicci
(r) Virgin and Child by Neri di Bicci in the Musée du Petit Palais in Avignon
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Berenson also owned a relief after Desiderio da Settignano 
with a polychrome decoration and a frame by Neri di Bicci, 
now in the Fogg Museum. Over the years, he collected 472 
photographs documenting Neri di Bicci’s work in churches 
and collections throughout Europe and the United States, 
which are now housed in the Fototeca of the Berenson 
Library. Of interest to modern scholars is Neri di Bicci’s 
Ricordanze, a detailed account of his professional activity 
that offers a valuable insight into the daily workings of a 
Quattrocento workshop that combined entrepreneurship 
and craftsmanship. Our Adoration is mentioned in the 
Ricordanze, providing a rare testimony of the painting in the 
making.

The Adoration of the Christ Child with Saint Lawrence is 
captivating for its iconography, but even more so for the 
varied landscape that serves as the scene’s background. The 
rocky desert on which the infant Christ lies is an iconographic 
detail that echoes Christ’s humility according to the visions 
of Bridget of Sweden. Small plants grow amidst the barren 
flatness, and the current conservation campaign has already 
uncovered hidden details, such as exquisite little shells. This 
conservation has also revealed a vivid blue line that separates 
the painting into upper and lower halves, connecting the 
figures of the Virgin Mary and Saint Lawrence: perhaps a 
river flowing through this desert? Beyond this line, distant 
mountain peaks give a triangular solidity to the landscape, 
enhancing the silent moment of pious contemplation.

The sky in the painting is another aspect worth studying, as it 
presents some challenges to interpretation. The upper part 
of the sky features stars with a red-flowered center, evoking 
the night of August 10, when Saint Lawrence was martyred. 
The cleaning of the panel has so far revealed many losses 
and subsequent repainting, which has led our conservators 
to question just how much of the original pictorial surface 
remains in this area of the painting. It can be confirmed that 
only a small portion of the upper sky was painted by Neri di 
Bicci himself, namely the star right behind the Virgin’s head. 
The others were skillfully recreated by Marchig during the 
post-war restoration. A seascape adorned with many marine 
references unfolds below the night sky filled with these 
peculiar stars, suggesting that it is not merely decorative but 
perhaps linked to the panel’s patronage.

The Adoration of the Christ Child with Saint Lawrence is 
captivating for its iconography, but even more so for the 
varied landscape that serves as the scene’s background. 

At times during the current cleaning process it has been 
useful to consult the glass negatives made by Rodolfo 
Reali in 1944 and preserved in I Tatti’s Fototeca, in order 
to evaluate wartime damage and repairs. Documentation 
has also allowed for comparisons to be made with at least 
one very similar panel now in the Musée du Petit Palais in 

Woodworm damage is evident on the back of I Tatti’s Neri di Bici Adoration during restoration

Avignon, which shows a sky with a delicate gradient of blues 
and a play of light, with the lower part of the sky inhabited 
by moving clouds emitting rays of light, similar to those in 
the Adoration. The complexity of a sky with night stars above 
thunderclouds is an uncanny similarity that could well have 
been used by Giannino Marchig as a model when he restored 
the Adoration in 1945-48. As has been pointed out in the 
catalog Mary and Bernard Berenson Collection of European 
Paintings at I Tatti (482), another unique aspect of the 
painting’s iconography is the depiction of Saint Lawrence as 
a child – an uncommon choice. In fact, this is one of the 
few instances in Neri di Bicci’s work where the figure is 
not an adult. Berenson’s Fototeca again provides extensive 
documentation of the saint in Neri’s oeuvre, underscoring 
the uniqueness of our panel.

The upper part of the sky features stars with a red-flowered 
center, evoking the night of August 10, when Saint 
Lawrence was martyred.  

The last few months of conservation at the Opificio delle 
Pietre Dure have been essential, as the painting had suffered 
at various points in its history and conservation work was 
urgently required. Now, as the process reaches completion, 

we look forward to the return of this painting to I Tatti, 
where Fellows and visitors will be able to appreciate the 
many unique details of this artwork that have been hidden 
until now. The conservation process is being recorded and 
when complete, we plan to release a video documenting its 
various stages*. 

This conservation campaign reinforces a thirteen-year 
collaboration with the Opificio delle Pietre Dure and 
aligns with I Tatti’s ongoing research into the history of 
conservation. Conservation campaigns are fundamental 
to the work carried out within the art collection at I Tatti, 
ensuring that the house and its treasures can be enjoyed 
for many future generations of Fellows and visitors to the 
Center. Beyond preservation, the curatorial mission also 
focuses on continuing to document, make accessible, and 
promote I Tatti’s collections. Ultimately, the goal is to foster 
a fruitful dialog between the art collection, the Fototeca, 
and the archives at I Tatti, which have always worked in 
synergy.  

*The video documenting the full restoration process of Neri di 
Bicci’s Adoration will soon be available at
itatti.harvard.edu/videos

 Louise Arizzoli in the Salone Sassetta at I Tatti 
A detail of the red-centered stars photographed in October 2024 during the cleaning process

https://itatti.harvard.edu/videos


Montage of 8 pages of the original Catalan Atlas (1375). Bibliothèque Nationale de France
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	 choing Tertullian’s famous dictum, “what has 
Athens to do with Jerusalem,” which probed what classical 
philosophy brought to Christian theology, my cheeky 
title posits what Florence in the trecento has to do with 
the distant city of Ni-Jimi, the capital of the Sultanate of 
Kanem (territories now shared between modern Niger, 
Chad and Nigeria). While Florence needs little introduction 
to the readers of the I Tatti newsletter, the city of Ni-
Jimi, the capital of an African kingdom few have heard of, 
begs the question of what their pairing might signify? The 
project I was working on while the inaugural Marlène and 
Paolo Fresco Fellowship in African Studies at Villa I Tatti 
examines the incipient knowledge that European rulers 

had of economic resources south of the Maghreb, and how 
such knowledge – whether accurate or not – shaped major  
political and economic decisions of the long Trecento. And, 
furthermore, that reaction to the same inter-regional 
phenomena similarly shaped decisions made by the sultans 
of Ni-Jimi. 

Gold is the main protagonist of my story. Florence began 
minting the fiorino in 1252, the same year that Genova 
struck the genovino, both of solid gold. Economists have 
long posited that the bullion for the new coinage, which 
returned areas of Europe never brought into the ummah, 
or the Islamic communion, to a bi-metallic currency, came 

E

from mercantile connections with Hafasid Tunis, which 
itself sourced gold from deposits in modern Senegal and 
Mali, the Buré and Bambuk regions. I have come across new 
evidence that decisively proves European knowledge of the 
provenance of gold obtained in Tunis; but perhaps what is 
most tantalizing is that the Sultanate of Kanem was similarly 
vying for control of the same resources, during the same 
decades. 

The project I was working on while the inaugural Marlène 
and Paolo Fresco Fellowship in African Studies at Villa I 
Tatti examines the incipient knowledge that European 
rulers had of economic resources south of the Maghreb, 
and how such knowledge – whether accurate or not – 
shaped major  political and economic decisions of the long 
Trecento. 

The Sultanate of Kanem was a Kanuri polity ruled by the 
Sefuwa dynasty with its capital, Ni-Jimi, located on the 
northern shores of Lake Chad. The historian Ibn Sa’id, 
who died in Hafsid Tunis in 1286, in his Kitab al-Jughrafiya 
or Book of Geography, described Ni-Jimi as a twinned city, 
separating traditional sites of power from those associated 
with the new religion of Islam – a model observed elsewhere 
across West Africa (Gao, Djenné, and Koumbi Saleh, for 
example). The text reads: 

Level with the angle of the lake […] there is one of the 
celebrated cities of Kanim called Manan. […] South-east of 
it is Jimi, the capital of Kanim, […] There resides the sultan 
of Kanim, well known for his religious warfare and charitable 
acts, Muhammadi of the posterity of Sayf b. Dhi Yazan. The 
capital of his pagan ancestors before they adopted Islam 
was the town of Manan. His great-great-great-great-
grandfather was converted to Islam by a scholar and then 
Islam spread through the rest of the land of Kanim. This 
sultan has authority there over kingdoms such as those of 
Tajuwa, Kawar, and Fazzan. God has assisted him and he 
has many descendants and armies. His clothes are brought 
to him from the capital of Tunis. He has scholars around 
him. 

On a level with Jimi at the end of this section [the sultan] 
possesses Ni where he has a garden and pleasure-ground 
and a boat. It lies on the west back of the Egyptian Nile (sic) 
and is 40 miles from Jimi. Its fruits do not resemble ours. 
They have many pomegranates and peaches. They used 
to tend the sugar-cane, but it yielded little, and only the 
sultan concerns himself with it; the same applies to vines 
and wheat. 

Ibn Sa’id therefore describes two thriving neighbouring 
cities, one following the endogenous religion of the region 
and the other founded to support the new faith of Islam, as 
well as the nearby pleasure palace of the sultan. It is worth 

WHAT has FLORENCE
 to do with NI-JIMI?

Gold as an Instrument of Exchange 

Sarah Guérin is Associate Professor of Medieval Art in the History of Art Department at the University of Pennsylvania. 
Her research centers on the material conditions of art, with an emphasis on the socio-economic circumstances surrounding 

production and use. She was the first Marlène and Paolo Fresco Fellow in African Studies.
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IN SITU:COMMUNIT Y and 

SCHOL ARSHIP at I  TATTI

Michelangelo Sabatino is Professor of Architectural History and Preservation at Illinois Tech’s College of Architecture where 
he directs the PhD program and is the inaugural John Vinci Distinguished Research Fellow. He was Lila Wallace Reader’s Digest 

Visiting Professor at I Tatti in 2024. 

         ven as digital humanities have made researching 
more accessible from one’s own home or office, the role 
that in situ experiences play in shaping scholarship and 
scholarly communities must not be underestimated. 
My recent appointment as Lila Wallace Reader’s Digest 
Visiting Professor is a case in point. I arrived at I Tatti 
from Chicago where I serve as professor of architectural 
history and heritage at the Illinois Institute of Technology, a 
university famous for its modern campus designed by Mies 
van der Rohe. While I have plenty of colleagues at various 

universities with whom I interact regularly, what made my 
sojourn at I Tatti remarkably special was sharing time with 
scholars from around the world within an environment that 
blurs the domestic (Villa I Tatti) with educational (Berenson 
Library) realms. There is no faculty club in the world that 
can compete with the charm of Villa I Tatti as a setting 
for lunches or tea time with colleagues! The proximity of 
housing to I Tatti allows some of the scholars to live an almost 
monastic existence (if they so choose) alternating visits to 
the Berenson Library and Villa I Tatti, to attending weekly 

E  

View of the Giardino Pensile and surrounding landscape (Photograph by Michelangelo Sabatino)

noting that none of these sites has been identified today—
underscoring the lack of archaeological investigation 
on the African continent. The Sefuwa dynasty was said 
to have converted to Islam five generations before Ibn 
Sa’id was writing, information that correlates well with 
the indigenous Kanuri kinglist, the Diwan, an oral history 
collected in the nineteenth century, which states that 
the first Muslim king was Hummay son of Selemma, the 
twelfth sultan of Kanem, dated by Dierk Lange to the 
late eleventh century. Perhaps most tantalizing, Ibn Sa’id 
notes that “the pious sultan” of his time imported his 
luxurious clothes from Tunis. 

Kanem sent a number of military and diplomatic forays 
north into the Sahara and all the way to Tunis (in addition to 
mercantile connections to furnish the sultan’s wardrobe) 
from the late thirteenth into the early fourteenth 
century. My proposal is that the Sultan harboured 
ambitions to control the flow of gold via trans-Saharan 
caravans, at a period of time when European (French, 
Angevin, Genovese and Tuscan) merchants and rulers 
were trying to do the same from the north shore of the 
Mediterranean. Recounting a story of ambitions running 
in parallel, and even at times crossing, disrupts current 
notions of European rulers’ ignorance of Africa in a time 
before the so-called “Age of Discovery.” And vice versa. 

Working on this research at I Tatti was a remarkable 
opportunity – and not only because it is a topic distant 
from the traditional concerns of humanists and 
connoisseurs. Rather, I Tatti has become a center for 
the study of early interaction of the two shores of the 
Mediterranean, and indeed has been welcoming scholars 
working on the deep past in Africa for 
close to a decade via the “Crossroads 
Africa” initiative. 

The Getty-funded Black Mediterranean project moreover 
has specifically brought scholars from the continent itself 
to I Tatti to pursue their research. And so, my project was 
deeply nourished by lunch-time conversations with scholars 
working on the early-modern economic of Senegal, medieval 
church architecture of Ethiopia, two scholars interested in 
Sicily’s early African slave-trade, as well as leading scholars 
of the Medici family’s collecting of African art, and early 
Italian collections of Islamic art. My time at I Tatti immersed 
me in a vibrant community of scholars wrestling with the 
very real problem of telling a new story of the Renaissance, 
and making space for Africa within that picture. 

The Marlène and Paolo Fresco Fellowship seeks to stimulate 
and support increased scholarship on cultural exchanges 
between the African continent and the Mediterranean world 
during the period c. 1250-1750. For more information, visit 
itatti.harvard.edu/programs 

Florin of the Florentine Republic

https://itatti.harvard.edu/programs
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seminars and occasional concerts. The daily interaction in a 
setting characterized by its art, architecture, and gardens, 
with a host of lively scholars is memorable on many levels. 
The opportunity to learn about multidisciplinary research 
with a focus on the Renaissance offered me—especially 
as someone whose research is mainly focused on the late-
nineteenth through the twentieth century—continual 
stimulation and new insights as well as a welcome diversion 
from more familiar issues concerning modernity and 
modernism.

Shortly before leaving at the end of my term, I wrote a 
goodbye email to my new-found colleagues and shared an 
“aha moment” with them that I could have only experienced 
at I Tatti, not while sitting at my desk at home or at IIT 
in Chicago. It speaks to the importance of being in situ, 
researching and writing in an inspiring setting that blurs 
“work” with art. One day as I made my way from my carrel 
desk in the library to the beautiful saloni of the historic 
Berenson Villa for lunch, I stopped to admire the late-
twelfth to early-thirteenth century Head of Avalokiteshvara 
placed in the broken round pediment above the door of the 
library that leads to the villa. Surprised by the striking piece, 
I scolded myself for having rushed through the pedimented 
door on many other occasions all too eager for conversation 
and food. Where one expects some sort of classical bust, 

Berenson offers a Khmer deity for us to admire. Here, 
Berenson’s inquisitive and restless spirit lives on and 
informs the spirit of I Tatti; he seems to be reminding us 
that even as we pursue our “specialized” scholarly interests, 
we must look up and around if we are to challenge ourselves 
and grow as scholars.

While this episode reminded me of the importance of 
working in an environment that inspires, I experienced yet 
another in situ “aha moment” at I Tatti. In this case it was 
directly related to my research which is the reason why I 
was in Fiesole in the first place. I was invited to I Tatti to 
begin researching a new book about the role that the 
pavilion (understood as a free-standing building) played 
in the history of “Modern” architecture, art, gardens, and 
landscape.  At the beginning of my sojourn at I Tatti, I had 
only a vague idea of how the journey would unfold and 
what the outcome would be, especially in relation to the 
Renaissance. What I soon discovered during my time at I 
Tatti—spent mostly reading early-Modern primary and 
secondary sources—is that one needs to trace the idea of 
“looking out” associated with the pavilion to different types 
of “architecture.” For example, well before the belvedere 
became a common architectural type in the Renaissance, 
the term was found on topographic maps to denote higher 
ground where one could best view the surrounding landscape. 

 View of pedimented door with late-twelfth to early-thirteenth century Head of Avalokiteshvara 
(Photograph by Michelangelo Sabatino) 

The design of terraces and promontories (often the result 
of a collaboration with architects and gardeners/landscape 
architects) also played an important role in cultivating a 
growing desire amongst urban and rural inhabitants to look 
out toward the landscape. The existential act of “looking 
out” became even more important to the experience of the 
modern architectural pavilion thanks to the emergence of 
new building technologies and materials such as the steel 
frame and plate glass. 

...Berenson’s inquisitive and restless spirit lives on and 
informs the spirit of I Tatti; he seems to be reminding us 
that even as we pursue our “specialized” scholarly interests, 
we must look up and around if we are to challenge ourselves 
and grow as scholars.

At this point my story about the importance of in situ 
research and writing comes full circle thanks to a daily 
activity at I Tatti. Since I was unable to make calls to the 
US (either to share my fun and findings with my partner 
or handle other sorts of business from my carrel desk) lest 
I interrupt my colleagues, I would regularly step outdoors 
into the giardino pensile designed by Cecil Ross Pinsent and 

Geoffrey Scott, nestled into the Villa I Tatti. Here, on many 
days, while speaking into my iphone and marveling over the 
geometries of the boxwood, I would look toward the Tuscan 
landscape and the olive grove in the distance. Now, with 
hindsight, I believe it is this day-to-day informal experience 
that helped me understand that the act of “looking out” 
need not occur from within the confines of a building. I have 
come to understand that my experience in situ at I Tatti 
actually led me to understand the role that the belvedere, 
terraces, and giardino pensile play as precursors to the 
modern pavilion. Back in Chicago with further research and 
writing, I hope to develop this insight gained during my time 
at I Tatti for my new book.

Although several months have passed since I was in residence 
at I Tatti, my memories of Fiesole (and Italy) are still vivid 
as is my sense of gratitude for the invitation to join this 
community of scholars. Their companionship and feedback, 
coupled with access to a world-class library and a helpful 
staff, made my time at I Tatti truly memorable, pleasant, and 
productive. To all a special grazie, and especially to Professor 
Alina Payne, I Tatti’s inspired director, who invited me to 
I Tatti. Having been her first doctoral student, it is a long 
overdue reunion that will remain in my heart and mind for 
years to come. 

Michelangelo Sabatino with Alina Payne and Fellows during his Thursday Seminar in February 2024
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But Berenson left more than just his house to this cause, 
he left his 50,000 volume library and his photographs, 
his spectacular art collection, decades of his historically 
significant correspondence, his garden, and the surrounding 
beautiful and bucolic fields. And with this single gift, 
Berenson provided the foundation on which I Tatti was 
established. 

With this single gift Berenson not only left his property, but 
also left his indelible mark on the place, and on the minds of 
the scholars who pass through it. As Michelangelo Sabatino 
expresses so beautifully in this newsletter, “...Berenson’s 
inquisitive and restless spirit lives on and informs the spirit 
of I Tatti; he seems to be reminding us that even as we 
pursue our “specialized” scholarly interests, we must look 
up and around if we are to challenge ourselves and grow as 
scholars.”
 
Anyone who has spent even a moment at I Tatti understands 
that the spirit of the Berensons still saturates the 
atmosphere and the experience of the place. It is a matter 
of general consensus that their original gift continues to 
enrich the lives of the scholars who spend time at I Tatti, but 
it is equally true that through those residents, hundreds and 

thousands more are reached: their students; the 
readers of their books; the visitors to 

their exhibitions. 

Since this original donation, many of the gifts which 
allowed I Tatti to grow and thrive have been bequests. As the 
decades went on, generous friends who shared Berenson’s 
original vision left funds for the Library, for Fellowships, for 
the upkeep of the gardens and grounds, and perhaps the 
most precious type of bequest – those directed to go to the 
areas of greatest need. 

These gifts have allowed I Tatti to flourish, increasing 
the facilities and numbers of buildings, the number of 
conferences and publications, to expand the staff and 
increase the volumes in the library and the number of 
appointees who pass through our doors. 

In the present day, I Tatti has a number of supporters who 
have thoughtfully made arrangements to remember I Tatti 
in their estate planning, to ensure that future generations 
are afforded all the wonderful opportunities 
available to the current one and that the 
upward trajectory I Tatti has always enjoyed 
will continue.

The Berenson Society takes inspiration from Bernard Berenson’s own gift to his alma 
mater to establish the Harvard University Center for Italian Renaissance Studies.

“I want to put down in writing my ideas for the 
future of the institution that is to use I Tatti and 
my entire estate after my demise. Our present 
western world is harassed, hustled and driven. 
It excludes leisure, tranquility, permits no 
unexciting pursuits, no contemplation, no slow 
maturing of ideas, no perfectioning of individual 
style... Nothing opens mind and heart like free 
discussion of gifted maturing individuals coming 
together with their own national traditions and 
differing attitudes and approach.”

-	 Bernard Berenson
Vallombrosa, Aug. 18 1956 

And so I Tatti, the Harvard Center for Renaissance Studies, 
started with a single bequest. Anyone who has even a passing 
familiarity with I Tatti knows its origin story: it was the home 
of Bernard Berenson who left it to his alma mater, Harvard 
University, with the explicit direction to “establish a center 
of scholarship that would advance humanistic learning 
throughout the world, as well as increase understanding of 
the values by which civilizations develop and survive.”

Following the example of the Reverend John Harvard, who 
left his Library and half of his fortune to the new college 
at Cambridge which came to bear his name, Berenson left 
his own estate to the University to allow a diverse group 
of scholars to come to live in Florence – to learn from the 
vast treasures of Italy, and from each other. As Berenson 
put it, “Nothing opens mind and heart like free discussion of 
gifted maturing individuals coming together with their own 
national traditions and differing attitudes and approach.”

ANNOUNCING the ESTABLISHMENT 
of the BERENSON SOCIET Y

Bernard Berenson at I Tatti
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There are many ways to support I Tatti’s important work.

Gifts of all kinds and sizes allow our Fellows to carry out groundbreaking 
research that will advance knowledge and have a positive impact in 
classrooms around the world. 

Despite the challenges facing the Humanities, our community of scholars 
continues to grow and we now host more appointees than ever before. Your 
support is vital and allows us to ensure that our Fellows have the state-of-
the-art facilities and resources they need to carry out their work effectively.

From the beginning, generous donors have helped us ensure that I Tatti 
remains at the forefront of Italian Renaissance studies. Thank you for 
believing in the work of our scholars and for continuing to give generously 
to our unique center.

I Tatti has long sought a way to acknowledge these friends, 
and to thank them publicly for their future contributions. To 
this end, we have recently formed the Berenson society, a 
group of supporters who have followed in the footsteps of 
Berenson and John Harvard and have let it be known that 
they have included the Center in their estate planning. 

There is no need for any further commitment and no 
ongoing obligation. The Society is in essence a way for I Tatti 
to acknowledge and thank these valued donors during their 
lifetime. 

Though I Tatti has historically had the funding to realize the 
increasingly ambitious plans of its Directors, the members 
of the Berenson Society play a crucial role in ensuring that 
this academic expansion can continue. We are of course part 
of Harvard, but like all Harvard units and faculties, we are 
expected to raise the money necessary to sustain ourselves, 
and like all parts of the University, we rely on gifts from 
individuals and institutions to meet our budget goals and set 
our future on a strong foundation. 

We are more grateful than ever for the gifts which allow 
us to achieve all our goals. In a very real sense members of 
the Berenson Society are helping further the vision that 
Bernard Berenson first had decades ago. We are extremely  
grateful for all our existing members, and welcome all future 
members to our thriving community. 

For any questions, or to express interest in joining the Bernard 
Berenson Society, please contact Christiana Killian, Chief 
Development Officer at ckillian@itatti.harvard.edu.

      

Scan here to learn more 
about the Berenson 

Society

WAYS OF GIVING
 

 - Unrestricted gifts to our General 
Fund are vital and support our areas of 

greatest need. 

 - Become a member of the 
Berenson Society. 

- Current use and endowed gifts 
can be earmarked for a specific fund, 

including our Fellowship program. 

- I Tatti gratefully accepts special gifts 
such as those made through income-

paying trusts and bequests. 

- Where appropriate, gifts of books 
and objects are gratefully accepted.

for more information, please visit
itatti.harvard.edu/support-us

SUPPORT US
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