
Gianfrancesco Susini (Flornce 1585 - 1653) 

Boy Seated on a Tree-Stump and Holding a Bird
Bronze statuette

Height: 14 cm / 5½ in
 

Facture: The bronze1 was cast in one piece by the lost wax method. One corner of the integral base has
been broken off (see below), and there is a circular hole in the base behind the tree-stump and the

remains of a similar screw hole on the broken edge. The pin protruding on the boy’s left thigh originally
located the front leg of an animal, most probably a fox, reaching up towards the bird. The statuette was

extensively chased after casting, for example in the eyes, the mouth and surrounding area, the hair,
finger and toenails, and the toes themselves. The surface of the figure was wire-brushed and the base

matt-punched. The group retains some of its original golden dark brown lacquers and where rubbed the
natural coppery colour of the bronze is revealed.

Other example: Sesto Fiorentino, Museo delle Porcellane di Doccia (inv. no. D153 (14)), wax;2 no other
bronze cast is known.

The Boy Holding a Bird is identified here with Gianfrancesco Susini on the grounds of direct
comparison that may be drawn with the style and facture of his known works. The face of Cupid in

Venus Burning the Arrows of Cupid 3 has a similarly flat profile and small, slightly up-turned nose. In
both models Cupid’s pose captures the sincerity and intensity of his child-like response, and they are

also imbued with the same youthful awkwardness in their movements. Both boys direct their gaze
towards the ground, shielding their heads with their arms. In both instances, Susini has responded with

great sensitivity to the subject matter of a mischievous child. Comparison may also be drawn with
Susini’s signed life-size Bacchus and Satyr,4 in which, despite the weathered surface of the marble,

similarities with the facial and body types of the impish satyr are still apparent.



The irregular landscaped base of the present statuette, whose outline is determined by the overall form
of the model, resembles that of the signed Abduction of Helen by Paris in Los Angeles, J. Paul Getty
Museum.5 Similar representations of boys also appear on Gianfrancesco’s last major work, the so-
called Artichoke Fountain in the Boboli Gardens in Florence.6 The complex history of this ensemble
remains obscure, but Pizzorusso has demonstrated how a document of 1621 shows that some of the
Amorini had been sculpted by Susini and assistants before 1639 when, according to Baldinucci, the

models for the fountain were completed. The facial expression of the present boy is found again in the
two marble Cupids Drawing a Bow on this fountain.7 The same facial type also appears in figure of

Cupid after the antique depicted in René Charpentier’s engravings of François Girardon’s collection in
an imaginary setting, where it is described as “Petite figure de Marbre Grec d’un petit Amour de

grandeur naturelle”.8

The composition was inspired by a genre of antique sculpture of boys holding birds, and related
depictions of the infant Bacchus and Hercules.9 A Roman group belonging to the same genre of a
Seated Boy with a Fox, Goose or Bird after a Hellenistic prototype, now in the Uffizi, Florence, is

included in Vasari’s description of antiquities in the Palazzo Pitti.10 Tribolo is celebrated as a sixteenth-
century exponent of these classical prototypes seen through the eyes of a Renaissance sculptor, and

Chiarissimo Fancelli perpetuated this tradition into the seventeenth century with his fountain figure of a
putto with a dolphin and the Medici arms, for which he was paid in 1609.11 The two piece-moulds of “un

putto sedente con un uccellino nella mano sinistra” are described in an inventory of the Doccia
porcelain manufactory which was drawn up circa 1779, and a wax of the model survives at Doccia (12).
The manufactory itself was established in 1738 by Marchese Carlo Ginori at Doccia, to the north-west

of Florence.13

The direction of the boy's glance in the present model, the fixing-pin in his left thigh and the screw holes
in the base all strongly suggest that the composition originally included an animal from which the boy

was rescuing the bird. This may have been a fox, as in the antique marble groups in the Uffizi.
Unfortunately neither the wax at Sesto Fiorentino, nor the description of the version in the Doccia

inventory help to determine the identity of the subject. The wax must have been cast from a model which,
like the present example, lacked the additional animal.
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