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 “It is true she is as ugly as she is intelligent,” wrote Abbot Antonio Conti, but “she speaks 

with grace and poise so that one easily pardons her face” (Cheney 2). This intriguing depiction, 

dated May 1, 1728, describes Giulia Lama, an independent and ardent painter whom the Abbot 

had met when he visited Venice. In the sentences he devoted to Giulia, why must he accentuate 

her looks in this way? This line of his, and this line of thinking, are virtually always referenced in 

any discussion of Giulia’s work, when the focus should be on the beauty of her self-sufficiency, 

the beauty of her shattering boundaries, the beauty she created, and the beauty of her determined 

pursuit towards painting. 

 Luisa Bergalli Gozzi knew this when she included Giulia Lama in her 1726 book of 

leading Venetian female poets, Componimenti poetici delle piú illustri rimatrici d’ogni secolo. 

Bergalli Gozzi recognized Giulia’s worth when she wrote that Giulia Lama was “most erudite in 

philosophy, a well renowned painter, so much so that the main churches try to have her works, 



and in particular some altarpieces, she acquired great honors in her manner of painting” (qtd. in 

Cheney 2). Her contemporaries in the art world also knew her worth, particularly Giovanni 

Piazzetta, one of the leaders in the chiaroscuro technique so popular in the eighteenth century, a 

technique that employs dramatic contrasts between lights and darks. And yet Giulia’s works 

were obscured through the years, her writing ignored, and many of her paintings attributed to her 

male colleagues.  

Giulia was born in the house where she lived her whole life on Calle Lunga, Santa Maria 

Formosa 1242, the long straight street leading from Campo Santa Maria Formosa to Campo 

Santi Giovanni e Paolo. On October 1, 1681, the fog may have blanketed the rooftops and 

insinuated itself down the narrow streets to sit on the windowsills, peering in where Giulia’s 

mother Valentina dell’Avese endured the birthing pangs. Five days later, on October 6, Giulia 

Elisabetta was baptized at her parish church of Santa Maria Formosa. Hopefully the sun cut 

through the clouds to illuminate the bright white interior with its soft, rounded roof and chapels. 

A painting behind the altar depicted twelve brides kidnapped by pirates but rescued by locals. 

The dove-gray marble complemented by eggshell white plaster provided a simple backdrop as 

the painter Niccolò Cassana pledged to be Giulia’s godfather. She began her tenure in this world 

surrounded by art and artists. 

 Giulia was the first of four children, later followed by Cecilia, Niccolo, Pietro, and Lucia. 

Their father, Agostino Lama, was himself a painter who had studied the battle scenes and 

historical vistas painted by Pietro Della Vecchia. As a true Enlightenment scholar, Agostino 

raised his daughter with a Humanist education in the classics as well as arts and sciences. After 

teaching his daughter Giulia all the mathematics he knew, he placed her with the renowned 

mathematician Dominican Father Scipio Maffei. She likely had a talent in this subject or would 



not have merited the extra expense this cost her father, and the background in planes and 

geometries must have served her well when she composed her large, dramatic tableaus. Agostino 

Lama also worked as an art dealer, an expert in the milieu of his era while providing sustenance 

for his family. 

 Did Giulia escape raising her siblings to instead haunt their father’s atelier? No letters, 

diaries, or documents give us a glimpse into her childhood or artistic training. But studies by Ugo 

Ruggeri, Rodolfo Pallucchini, Giuseppe Fiocco, and others link her early artistic style to those in 

her sphere. It can be safely assumed that she absorbed the basics of drawing and painting from 

her father Agostino, and it’s tantalizing to picture a little girl sitting on her father’s knee as he 

sketches, or, wearing a muslin smock, charcoal nub in hand, she stands beside her father to 

sketch the clay model placed on the table before them. Her godfather Cassana’s artistic style is 

evident in her early works (Treccani) as he likely mentored his young acolyte. Whatever the 

case, women rarely became painters unless introduced to it by a male family member (Greer 12). 

Having a father and grandfather who were painters made it possible for Giulia to even have 

access to this option. 

 But Giulia didn’t learn only drawing and painting in these formative years. She also 

apparently absorbed the traditional arts of lace making and embroidery. Invented at the nearby 

island of Burano, Venetian point lace is formed by laying threads over a paper design and then 

connecting and embellishing these threads with loops and stitches, building up layer upon layer.  

It is time-intensive, detail-oriented work. Giulia could capitalize on her design skills as she laid 

out the threads on her work pillow, called a cussinello. Lace making would provide her a 

consistent life-long income that enabled her to buy dinners and pay rents later in life while she 

waited for the payment of commissions for her paintings. Her notable creations attracted the 



attention of Abbot Conti who remarked that “Giulia makes lace and has great interest in Clelia 

Borromeo’s apparatus for making lace by machinery as used in making socks and cloth” (qtd. in 

Cheney 2). Giulia’s sharp mind was intrigued by such an invention, perhaps heightened by her 

mathematical proficiency. 

 Giulia’s early artistic education moved beyond her father’s tutelage, though. Through his 

arrangement, she was also instructed by Antonio Molinari and Federico Bencovich. An artist’s 

training at that time would have included six to seven hours a day in focused drafting. Giulia 

probably sketched what she saw: small statues, others’ paintings, dishware, fruits and foods, 

shirts and shoes, and of course people. Hands, heads, her mother’s forearm kneading bread, an 

upswept twist of hair, a detailed ear, her little brother’s calf below his knee-length breeches—

these would be her early models. Studying alongside her was Giovanni Battista Piazzetta, born in 

the adjacent parish of San Lio not long after Giulia, also to an artistic family who raised their son 

to be an artist. Though some believe that Giulia was Giovanni’s pupil, or that the two had a 

romantic liaison, it appears that they were compatriots in their pursuit of the arts. They needed to 

master not only form but also line, optics, and perspective, including the tricky art of 

foreshortening the body so the perspective remains naturalistic and neither elongated, stunted, 

nor deformed.  

 Life drawing would have helped them achieve this. 

 But life drawing wasn’t as common then as now. Venetian artists, in particular, were 

known anecdotally for putting their brush straight to the paper or canvas, without intermediate 

drawings and studies (Cheney 373). Of course, this is an exaggeration, as sketches have 

survived, and drawing academies did exist. Though Venice had no formal painting academy until 

1750, with Giovanni Piazzetta as its first director, other studios and homes invited artists to 



attend and sketch a model, known as “life drawing.” In the late 1600s, Antonio Zanchi opened a 

life drawing academy, and Giambattista Rossi offered an accademia del nudo as well.  In the SS. 

Apostoli parrochia, Agostino Letterini offered the Accademia di Pittura, while a Collegio di 

Pittori was established in 1682 by Pietro Liberi at San Samuele (385). Piazzetta himself ran a 

scuola del nudo at nearby San Zulian in 1722, and his Studi di Pittura offered a collection of his 

life drawings for others to study (386). At these venues, usually a male model but sometimes a 

female, would pose on a platform for the handful or dozen artists to sketch. He might recline or 

he might even have a rope or pedestal to cling to as his pose might require him to twist, bend, or 

stretch into uncomfortable shapes for long periods of time. Sometimes the model was draped in 

cloth, but generally the drawer wanted to see his every bone and sinew.   

 Did Giulia, an unmarried woman in her teens and twenties, attend these drawing 

sessions? In those times dominated by male scholars, artists, priests, and politicians, enormous 

pressure could have effectively shut the door in her face. Giulia risked her reputation as a chaste, 

marriageable daughter, not only by pursuing art, but most certainly by sketching nude men. 

Models didn’t pose for free, so while one posed for observation, Giulia would have been 

surrounded by numerous other men also sketching. By the standards and expectations of her day, 

her behavior was unheard of. No one has unearthed actual rebukes by local gossips, but the 

matriarchs, fathers, and priests probably harshly judged this artist honing her skills. The Abbot 

Conti’s letter also reveals that “The painters give the poor woman a rough time, but her talents 

triumph over her foes” (qtd. in Buchholz 40). Furthermore, by painting large, public works such 

as altarpieces, she was directly competing with most male artists, and “Her failure to enjoy the 

kind of success that Rosalba Carriera was then having in Venice must have been due in part to 

the opposition she faced from other producers of altarpieces in a tight job market,” write Harris 



and Nochlin (30) in their compendium Women Artists: 1550-1950. Giulia must have fought hard 

to make her place at the table. 

 But draw she did. Venice’s Museo Correr, in its Cabinet of Drawings and Prints, holds 

over 200 of Giulia Lama’s drawings, 12 of which were exhibited at the Ca’ Rezzonico in 2018. 

Her hand sketched in black and red chalk, with white chalk highlighting a hip bone, knee, 

shoulder, ankle. She favored thick, rough paper with a brown or buff hue, common at that time, 

though many Venetians favored blue for their compositions. Often, the paper has a watercolor 

wash as a uniform base. Rather than strong, solid lines, Giulia’s depictions favor chalk smudges 

and touches that capture the contours of muscles and bones; in one study of a male nude, the 

man’s side from armpit to knee is defined by the absence of black chalk, with a filled in 

background to provide the needed contrast and a hint of white chalk to provide the line. A sketch 

of Jesus on the cross likewise contains few actual lines but instead marks out Christ’s body 

through light and dark. The framed edges, tears, creases, stains, and other wear may reveal that 

these sketches were often studied or even shared with other artists—working documents, not 

ends in themselves.  

 This knowledge of anatomy comes from life drawing, studying the naked body, rather 

than relying on sculptures or others’ paintings. Giulia risked much to achieve these forms, for a 

woman’s “presence could only ruin the reputation of the woman and give rise to scandal” (Harris 

and Nochlin 26).  She also appears to be one of the first women artists on record to draw nude 

models (Cheney 6). Her painting, The Deposition of Christ, for example, reveals a careful 

attention to the human body, as Jesus’ lax body is lifted by two angels; the body has weight and 

heft as the smaller angels attempt to drag him. Similarly, a painting of a nude woman as seen 

from behind captures muscles and curves in light and shadow against a green and blue 



background. “She drew from the life, nude males and females,” writes Greer, “and in her flowing 

economical lines and swift understanding of weight and mass, we find all the sensual receptivity 

that she represses for emotional effect in the finished paintings” (146). Her close study of human 

form allowed her to depict people in the expected forms of the day, with exacting anatomical 

detail, though she may have paid a social and emotional price when working alongside male 

artists.  

 Yet it seemed that she had a friend at her side. 

 While building his own skills, Giovanni Piazzetta grew as an artist alongside Giulia 

Lama, and they “clearly exchanged ideas and a visual vocabulary” (Sothebys). Their friendship is 

made material in Giovanni’s many painting and drawings featuring Giulia. Two portraits from 

1720 show her in profile: Portrait of a Woman (now in Zurich) and Portrait of a Young Woman 

(now in Bergamo). Each shows Giulia turning away her face, her hair loosely swept up and back; 

while the former prominently features her clasped hands, the second depicts her lax hand curled 

at her collarbone. But both give a sense of one who is shy, retiring, modest. Author and feminist 

Germaine Greer, in The Obstacle Race, which looks at the barriers placed in the way of female 

artists, contends that traits such as timidity and overweening modesty may be “the traits of the 

oppressed personality [that are] only to be expected” in women artists who faced male 

oppression (Greer 11). Of course, without documentation describing more details of Giulia’s life, 

it’s not clear if she felt any of these emotions; nevertheless, these self-portraits make it feel like a 

possibility.  

However, what makes Giulia Lama that much more intriguing are the glimpses Piazzetta 

provides in his other portraits of her. A Portrait of a Woman with a Mask (now in Madrid) is 

dated roughly 1715-1720. This likeness shows a woman with a bolder gaze, and, because her 



clothing is simple, she wears no jewelry, and she holds a small black moretta mask in one hand, 

she may be posing as a servant in an opera (Cheney 3). Is she flirtatious here or timorous? The 

1720 painting Giulia Lama with a Dog (now in Trieste) showcases her large, expressive eyes that 

look frankly at the viewer. Her soft brown hair is pulled loosely back, revealing a bright earring. 

Giulia cuddles a tiny dog at her shoulder, and though the scene is cozy, neither of them is 

smiling. The most magnificent and best-known portrait, however, is Giulia Lama as Painting, 

which Giovanni completed between 1715 and 1720. “It is not the portrait one paints of an 

admiring pupil; the character that emerges is as strong as Piazzetta’s own,” writes Greer. “The 

long, swift strokes of his brush can hardly suffice to convey the self-contained energy of this 

simple figure caught up in creation” (Greer 145). An allegorical piece, it shows Giulia 

interrupted while painting, palette in hand, her attention directed at the viewer. Such feminine 

details as an ornate shawl on her shoulder and a pearl bracelet emphasize her gender in the male-

dominated milieu. Lian de Gifolami Cheney, in her article “Giulia Lama: A Luminous Painter 

and a Tenebrist Poet,” asserts that “Piazzetta immortalized Lama as the Muse of Painting, 

focusing on the great achievements of his friend as an artist and elevating her to the pantheon of 

great painters” (Cheney 5). Giulia, in her 30s at the time of the renderings, is notably anything 

but ugly, as Abbot Conti’s letter declares. She is a painter empowered within her profession, 

passionate, prolific, and vivacious amidst her peers. Her direct eye, the firm grip on her palette, 

the sense of movement as she turns to the viewer manifest her beauty. 

 Giulia must have felt great confidence in order to tackle the compositions she did. While 

portraiture and miniatures were considered more appropriate genres for female painters, and 

Giulia did practice both, she excelled and innovated in her larger commissioned works of 

mythological, classical, and Old and New Testament parables. Giulia boldly took on such violent 



classical scenes as Saturn devouring his child, the decapitation of Saint Eurosia, and Judith 

beheading Holofernes—not once, but twice. In choosing this Biblical story of the widow Judith 

killing Holofernes, an Assyrian general, before he can raze her hometown of Bethulia, Giulia 

joined a pantheon of illustrious predecessors. Mantegna, Michelangelo, Giorgione, Botticelli, the 

Venetians Titian and Veronese, and the Florentine Artemesia Gentileschi all offered versions of 

this story, often with Holofernes’ head in a basket, at the act of the violent decapitation. Giulia, 

however, focuses on Judith’s moment of supplication, where she seems to ask for divine 

guidance before undertaking this heinous act. The light shines on her upturned face and eyes 

seeking heaven. Holofernes’ body, in contrast, “lies in the foreground. Its unnatural twist, the 

suggestion of flickering light and shade generate a mood of foreboding” (Buchholz) 40). In the 

first painting, Giulia also places her initials, LG, on the sword’s hilt, perhaps as a nod towards 

the power women wield, as Judith is often an icon for someone standing up against tyranny—in 

this case a woman protecting her own. 

 In contrast, in the Decapitation of Saint Eurosia from 1725-1730, Giulia’s painting 

highlights the saint’s violent murder rather than her sanctification, which was emphasized in a 

contemporary painting by Domenico Maria Bonaveri (Cheney 11). Eurosia’s headless body still 

writhes on the ground, one hand still arched with tension and blood pooling in the foreground in 

the gaping neck where her head used to be. Bright highlights emphasize Eurosia’s bosom and 

arms and her head held aloft by her murderer. Pushing boundaries, Giulia creates compositions 

similar to Piazzetta’s but with more intense chiaroscuro effects and anatomical distortions. She 

wants her viewers to be uncomfortable, it seems, as they review this saint’s tale through a new 

lens. Giulia’s “stylistic ability in drawing and colorations,” writes Cheney, “provided for the 

view visualizations that arouse complex emotions ranging from abhorrence to anger or 



compassion” (11). Why did Giulia choose such compositions and representations? What does the 

tone of these works reveal about her attitude and experiences? No letters or diaries have come to 

light to capture her thoughts or reveal her motivations. Are they the manifestations of one who is 

boldly forging a new way? Whose suppressed anger leaps out through her subject’s violent 

hands? Who uses paint to empower women to find the redress they seek? Is she rewriting these 

classical tales from the feminist viewpoint, long before “feminism” existed? Whatever the case, 

Giulia’s subjects express a bold, original, and challenging perspective.  

 Of course, not all of her paintings have violent subjects—yet they are no less inventive. 

She completed three large scale, complex designs with Biblical themes. In the parish church on 

the island of Malamocco, Giulia painted an Assumption on the right wall (Harris and Nochlin 

166). For the church of San Vidal near Venice’s Accademia Bridge, Giulia was commissioned to 

paint the Crucifixion, completed between 1726 and 1732. Usually, this subject centers on Jesus’ 

suffering on the cross at Calvary, the blood at his ribs, the thorns biting his forehead, the nails 

pinioning his hands and feet to the wood. Yet Giulia’s composition renders the wooden cross 

nearly invisible in the background. God and the Holy Spirit, depicted as a soaring dove, await 

Christ in the clouds above him so that the painting almost becomes an ascension into heaven: as 

Jesus dies, viewers are reminded that he will soon rise to glory. George Knox claims, “This is 

one of the great paintings of its time, and one of the most neglected” (qtd. in Concise Dictionary 

439). Similarly original in composition and perspective is the altarpiece titled Madonna in Glory 

with Two Saints, commissioned for the church of Santa Maria Formosa, Giulia’s local parish and 

just a brief walk from her house. This 1722 work places the scene simultaneously in heaven and 

on earth, with the Virgin Mary and Christ child hovering above but a lavishly clothed woman in 

the foreground representing Ecclesia or the Church, thus marrying God’s domain above and 



below. Giulia Lama’s original compositions mark her as not just another artist in a crowded field 

but one who forged a unique style and personal stamp. “Far from the purely decorative or 

warmly sensual,” asserts the Ca’ Rezzonico exhibition site, “Giulia Lama’s art is characterized 

by images of a powerful three-dimensional quality and expressive force, violent in its 

brushstrokes and use of colour, and close in character to Giovanni Piazzetta’s work in Venice in 

the same period” (“Giulia Lama: Painter and Poetess”). 

 To create these large compositions, Giulia would have needed months of preparation. 

Studying previous depictions of the story; reading Bible passages; choosing which characters to 

include, then deciding on their aspect, stance, and clothing; with live models, practicing a glance, 

a hand, the turn of a neck, the folds of the cloth, in individual chalk sketched on both sides of the 

rough brown paper; then laying out the placement of figures followed by a grid to enlarge the 

composition to a grander scale; sketching in the lines and filling in the figures; ascending a 

ladder or scaffold in cotton skirts while pushing up the annoying sleeves of her blouse. Giulia 

might have had assistants to help find and mix her paints, to prepare the surfaces, to clean the 

brushes and provide fresh palettes. A large-scale painting would be a grand undertaking with the 

payoff being not only a bag of zecchini in payment but the recognition of her talents among a 

large field of able painters. Greer asserts that Giulia “was a highly trained professional carrying 

out large original commissions with daring and self-confidence” (Greer 145). While the few 

female artists in the eighteenth century usually focused on miniatures and smaller portraits, 

Giulia pursued the same commissions as her male colleagues.  

 While it was typical of Venetian painters at this time to employ strong contrasts in color 

and light, to pay more attention to textures, and to depict the human form in expressive and 

sensuous ways in opposition to idealized, classical forms preferred by painters from other cities 



(Whistler 390), Giulia Lama employed especially dramatic chiaroscuro effects, similar to 

Caravaggio. Her use of light on the body of decapitated Saint Eurosia, for instance, highlights 

this bold look. Her contrasts are often more intense than even Giovanni Piazzetta’s with a 

tenebrism, or contrast between light and dark, that energizes viewers and rivets their attention. 

She often placed figures at diagonals, energetically leading the viewers’ eyes across the plane, 

while light captures and pinpoints the attention. Human figures stretch beyond comfortable 

stances, as in the first Judith and Holofernes painting, so that people become expressionistic 

instead of only realistic (Treccani). “Lama had an advanced understanding of how to 

dramatically render physiognomy in her works, particularly in the way she used athletic figures 

as visual anchors, often twisted in sinuous and dynamic poses” (Sothebys). Clearly, her hours of 

life drawing guided her hand and her imagination in creating her compositions. She seemed to 

want to explore the human figure’s ability to flex and bend, the boundaries of form rather than 

exact replication (Forlani). The Museo Thyssen, which now owns Giulia’s only extant remaining 

portrait, claims that her lines later softened due to Tiepolo’s influence and Piazzetta’s later work 

(MuseoThyssen).  

 Giulia didn’t only create these large commissions for churches; she also produced smaller 

portraits that revealed her breadth of skill. Her first recorded painting appears to be the Portrait 

of the Procurator of San Marco Pietro Grimani, now lost, but that is known because Francesco 

Zucchi produced an engraving of it in 1719. The portrait Saint Teresa of Avila, in two versions, 

depicts a nun swathed in voluminous drapery, clasping a crucifixion to herself with an adoring 

look. The portrait Einer Jungen Frau focuses on the bright visage of a young woman’s face 

emerging from the shadows, with ivory skin, coral pink lips, and a look that seems to challenge 

the viewer to judge her. In Joseph Interpreting the Eunuchs’ Dreams, the two nude males display 



Giulia’s skill at animating the human body. Furthermore, her more sensitive portrait of a child 

examining her flower collection reveals a lighter, softer tone, a little girl, pink-cheeked, caught in 

a moment of reverie, her bare shoulder and green scarf eliciting spring and innocence. Taken 

together, Giulia’s body of work confirms her place amongst her peers as a significant talent.

 The sum of these works reveals an artist confident in her skills as well as original in her 

imagination. Before Rodolfo Pallucchini rediscovered her work in 1933 (Forlani), it was 

believed that she had produced only a handful of paintings. But careful sleuthing by Pallucchini, 

Ruggeri, and others has unveiled that many of Giulia’s creations were falsely attributed to her 

contemporaries, such as Domenico Maggiotto, Giovanni Battista Tiepolo, Capella, and Zurbaran, 

as well as her teacher Federico Bencovich and her friend Giovanni Piazzetta. For her work to be 

mistaken as theirs proves her skills as well as its value. Furthermore, this fact may have 

increased the competition amongst her contemporaries; many other artists may have felt 

threatened by her prowess and success, which led some to dislike her or try to discredit her. Her 

contemporaries Cochin and Richard denigrated Giulia’s style as having distorted figures and 

poor design elements, and her name is not even included in an anthology of Venetian painters 

published in 1771 by A.M. Zanetti (Venicecafe). A woman artist in this era was unlikely to 

escape the wrath or dismissal of her male counterparts. 

 Reading the subtext—the meaning behind the subject on the canvas—of Giulia’s 

paintings can offer some insights into her state of mind—why she chose such narratives and 

subjects, what the use of light and dark reveals about her temperament or mood, what she valued 

or what kind of statement she was making. But she also left behind a few precious sentences in 

the five poems published in Bergalli Gozzi’s collection—two songs and three sonnets; 

anthologies in 1734 and 1740 also contained her work (Treccani). Cheney notes, “indeed, 



Lama’s painterly brushstrokes of tenebrism, somber shadows and dramatic coloratura are also 

reflected in her poetry…” (17). After bouts of chilly or sweltering days painting in a church, or 

cramped hours sketching models in a studio, Giulia would have returned home to the rooms on 

Calle Lunga Santa Maria Formosa and put pen to paper. She writes of love and the wounds she 

suffers; in fact, a number of biographers describe her work as Petrarchan for these qualities 

(Cheney 28), and Abbot Conti even wrote, “I find in her poems all the virtues of Petrarch” (qtd. 

in Harris and Nochlin 165). She wrote under the pen name Lisalba, as a member of Arcadia, the 

literary world inhabited by scholars and writers.  

Rather than a lofty, scholarly voice, though, Giulia writes with more personal connection, 

often employing personification as if she’s conversing with the very form of her poem. For 

example, in one of her two songs (canzoni), she ends by addressing the song itself, pleading, 

“Song, why do you guide me / Beyond the custom of saying what I would not?” (qtd. in Cheney 

28). Giulia seems to be questioning whether or not she should be revealing her humiliations and 

sadness at lost love. In the other canzone, she references “others’ gossip,” hinting at her 

detractors, and that “my season is somewhat advancing,” (26) as though she’s too old to wed or 

find love. Yet there’s possibility, too, as when she declares she can “lift myself up as I ought” 

(28). Even though she mourns lost love, Giulia also recognizes her own agency, stating it is “I, 

the cause whereby I had back my heart again” (26). To further personalize her poetry, in her 

eulogy for Antonio Sforza, a priest at San Jacopo in Rialto and a poet himself, Giulia uses the 

informal “tu” to indicate her closeness with this friend who came from her home parish of Santa 

Maria Formosa. Giulia opens the poem by addressing Death and asking, “Why have you now 

taken away such great hopes?” (18). In lines of both rhyme and free verse, Giulia questions 

Death’s cruelty and also lauds Sforza’s traits, saying, “That if in his green years he was so great / 



How much more so would he have been in his gray?” (18). The poem not only eulogizes this 

man that Giulia so admired, but it also laments mortality and the loss of those who have much 

more to give. In sum, her poems paint a story of a woman yearning for love, sometimes spurned 

but also rising on her own pinions to continue to be a friend, to love, and to write her own story. 

Though there’s a lack of documentation about Giulia’s life, her poems provide some possible 

insights into her interior landscape.  

 That story ended on October 7, 1747, just six days after her sixty-sixth birthday. Her 

father had passed away in 1714 and her mother in 1723. Giulia never married and had no 

children, but she remained close enough to her sister Cecilia to bequeath to her the family home 

and 63 pieces of artwork—paintings and some miniatures—some of which may have belonged 

to their father Agostino (Treccani). Giulia’s symptoms of skin disease, acute fever, and 

convulsions finally brought about her end. Cecilia was probably there to nurse her sister in her 

final days and then to witness her mass and burial at the nearby church of Santi Giovanni e 

Paolo. No marker records her final resting place, but admirers can instead celebrate her life by 

viewing her works at the churches of Santa Maria Formosa and San Vidal or at the museums at 

Ca’ Rezzonico or the Accademia. Pallucchini believes that “Giulia Lama does not yet enjoy her 

rightful place in the picture of the development of Venetian painting of the eighteenth century” 

(qtd. in Greer 146). Despite what the Abbot Conti’s letter may state about beauty, these works 

reveal where true beauty lies. 
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