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Abstract

This dissertatioraims to provide a comprehensive staflf- r ancesco Sal vi ati 6
analyzedwithin achronologicaframework. Traditional dtributionsare reexamined and recent
discoveries includetb establish a reliable core grouptbé artisb s  p q oneexhéiting &
stylistic coherence.
Sal vi ati 6s act areplacedin¢he histoscal,golifcal, culturadand i s t
artistic context of his timewith particular emphasisn patronage. Versatile and weltonnected,
Francescaerved a number of tafanking patrons of his time, includir@ardinal Giovanni
Salviati, PielL u i g i and Alessandro Farnese (in Rome), I
the Grimani family (in Venice), King Henri |l, artie Cardinal of Lorraine in FranceThis
study intends tmavigateportraituré s in thd r@ationships betwedine coutier-artistand his
princely patrons
Characterized by innovation and experimentgtionSal vi ati 6 s portraits
composition media and supports.As one of the earliest artists to produce portrait miniatirres
Italy, Francescevidentlyi nt r oduced t he genre to Cosimo | de:q
of a royal court equal to ¢hin France and Englandis experimens with the use of various
stone supports for portraiége discussed in relation to his status as the leadingepairRome
after the death of Sebastiano del Piombo in 1547
Lastly, th e asrcareiersas bdok illustrator isexploredto shed light on his interactions
with well-known literatiof his time such a$ietro Aretino, Anton Francesco Doni and
Giambattista Gelli.The designs Salviati provided for their author portraits are nottestynony
tot heir acquaintance, but also evidence of the

communities.
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Chapter 1

Introduction

Francesco di Mi ¢151681568hcglled Foancdseotor (Raxline Balviati
is one of the lessénown protagonists of the Italian Renaissance. He belongs to the second
generation of Mannerists along with Daniele da Voltét&0931566) Jacopino del Contd510
1598)andGiorgio Vasari(1511-1574)" Often mistakenly referred to as a follower of Vasari, the
artist is now betteknown for hislargescale frescaycles in grand palaces as well as $igpreme
draftsmanshipSal vi ati 6s f ame as aomfthe iescessabilifyafihist er has
wor ks. Sever al of the arti st 6 Visitatian(1l638)afdr esc o p
the Nativity of St. John Bapti$15531551)in the Oratory of San Giovanni Decollato, the
decoration of the Cappella del Palitb481550) in the Palazzo della Cancelleria, Wedding
of Cana(15521553) in the refectory of San Salvatore in Lauro, the Sala dei Fasti Farnesiani (c.
15491556) in the Palazzo Farnese (now the French ambassy), gsibties of Davidn the
PalazzdRicci-Sachetti (1553554), are notasilyaccessible to the general public. Tteries of
Furius Camillug(15431548) in the Sala dell 6Udienza of t he
the most visible testament to Cecchinobds skill
My dissertation f oc usanaecaofnearte sacchthatlha® s por tr
been overshadowed by his metterdied decorative workdHighly esteemed as a portraitist by
his contemporaries, Salviati produced likenesséambuspeople such as Bindo Altoviti, Pietro

Aretino, Pier Luigi Farnese, Giovanni delle Bande Néyenibale Caro, and Antonfrancesco

'The ter m fidMaed heeertoi refemtod the stylistitovement that follows the High Renaissance
and precedes the BaroguBlanieraas a styleoriginated in Florencand Romeround 15151520, as
exemplified bysome ofthe worksof Pontormg Rosso FiorentinoGiulio Romano and Parmigianino.
Maturing duringthe 1530s and 40s, the mannerist style spread to North Italy and FMageerist art is
characterized by artificiality and artfulness; it is referred to as the stylish style. For a thorough definition of
the term, see Craig Hugh Smyth and Elizabeth Cropp@nnerism and ManieréVienna: IRSA, 1992).
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Doni. S a | v talent as @artraiist is highlightedin the sixteentftentury biographies by

Giorgio Vasari andRaffaelloBorghini (1537-1588)? In his Life of Francesco SalvigtGiorgio

Vasari testifies to the artistds early success
young biographer at the beginning of their-lifag friendship® A portraitist comparableo

Sebastiano del PiomlamdBronzing Salviati and his output in the genre gradually fell into

oblivion.

Regardl ess of i ts i nc onL8eofsSalgat emaingthednot el ect i
comprehensive primary source for the study of thetailliss act i vi ti egwilas a port
function as a constant point of reference thraugimy discussion. Francesco Salviati was a
close friend of Giorgio Vasafiom his teenage years on, dndhe Vite, the former functions as a
sort of alter eg for the artisbiographer! Vas ari 6s bi ography oft Sal vi at
of theVite published in 1568 after those of Michelangelo and of the biographer higise§
useful information on the artistés frescoes an
provide a concise list of the portraits by Salviati, hisremabksitt he arti st é6s rel at.i
his patrons and friends ae¢sovaluable toa study of his works in the genre. According to
Vasari, Salviati started producingdiependent portraits during his formative years in Florence,

though none of these survivel n Sal vi ati 6s b i oogsidergble gumbe¥ a s ar i n

2In his rathetrief biography of Salviati, Raffaello Borghini indicates that the artist executed many

portraits, as well as panel paintings and cartoons for tapestries. But he mentions only one specific portrait,

that of Lorenzo Ubaldini, which shows the sitter atthaé n g h . It is praised as fia
Seell Riposq ed. and trans. Lloyd H. Ellis Jr (Toronto: University of Toronto Press, 2007), 236. Philippe
Costamagna providesasummaffsal vi ati 6s criticsaei|l Fattiuse aa® anpor
Francesco 8&l6wi,atoi,, La51MCkI| | a manier&29 Ramao, VILIOOS8 , M
Parigi, Mu s ®e d20 giugrmou998ed.C. M3Adgueal (Milaind: Electa, 199837.

%Giorgio VasariL e vi t e d e 6 torjscikorieed architetnet. iGaemmnotMilanesi, 9 Vols.

(Florence: Sansoni, 19067 7.

“Melinda Schlitt, AStudy, Labor FemcescoFSahgatieétiabefla i n Vas
maniera: Actes des colloques de Rome et de PHB8) ed. Catherine Monbeig Goguel, et al (Rome:

Ecole Francaise de Rome, 2001);9R

®Vasari-Milanesi 7: 7.



t he ar tsiBintodAkovits® Pietrb Aretino] Giovanni Gaddi and his former secretary,

Annibale Card Piero di Marcone and Avveduto del Cedis well as Giovanni dalle Bande

Nere and Duke Cosi m@8 Shliai alsh paviedisefiortraitssonech i dr e n .

which is mentioned by Vasari as having been in the collection of Avveduto del’Eejiall
the portraits emdweverontydhatiofrGiowaensdalle Badde Ngjeat.
no. 5)can be securely identified with a surviving wpthe recently identified painting now
conserved in the Palazzo Pitti Florente.

ApartfromVasari 6 s comprehensive biography of
friends including Pietro Aretino, Annibale CarBaolo GiovioAntonfrancesco Doni and
Ludovico Domenichial so provi de wusef ul i nformation on

portraiture.

t h

Modern schol arship on $dd6owitrelohand Pavigor t r ai t s

P a s s a attabutiorfofthe Portrait of a Man(cat. no. 30)n the Museo Nazionale di
Capodimonteo the artist® In the first quarter of the twentieth centuGarloGamba and
HermannVoss assembledsmallgroup of likenessesonsising of about six portraitsvhich

formedthecoreof theartis6 s p oandtorwhichtalkfurther studies reféf In his book on

® VasariMilanesi, 7: 1415.
"VasariMilanesi, 7:19.
8vasariMilanesi, 7: 20.
° VasariMilanesi, 7:2122.
YasariMilanesi, 7: 27.
" vasariMilanesi, 7: 22.
2 The portrait was recently rediscovered in the storage of the Uffizi. It was restored and exhibited in 2010.
Alessandro Cecchi,a memoria del padre: |l Giovanni dalle Bande Nere del Salviati ritroyaieorno:
Sillabe, 2010). Idem @idvanni dalle Bande Nerte | Sal v i antAmicidi Palazzo Riti t o, 0
Bolletino 2010 cura degli Amici di Palazzo Pitti4-16.
13 Johann DaviPassavanRap hay | doéUr bi n et,2vasifPaysRl866R: 38, motea n n i
314.
14 The six portraits attributed to Salviati by Carlo Gamba and Hermann Vo#w#tertrait of a Manin
Naples (cat. no. 30), tHeortrait of a Man holding a Cammaen the Galleria Colonna (cat. no. 34), the
Portrait of a Manformerly in the Galleria Corsini (cat. no. 21), tRertrait of a Manin the Paul Getty
Museum (cat. no. 27), tHeortrait of a Man of the Santacroce FamityVienna (cat. no. 15and the
3



Florentine portraits, Jealazard also included a chapter on SalviatHis attributions, however,
areconsideredatherunreliableby Iris Cheney and othet$

More recent monographs on the artist by Iris Cheney and Louisa Mortari added to the
repertoire of portraits tentatively attributed to the paititddowever, the authorship of the
portraitsand the identification of thesitters remain a matter of scholarlybdée. In her
groundbreakinglissertation on Salviati, Iris Chenggrattributedtwo important portrait$o
Salviati thePortrait of Pier Luigi Farnesécat. no. 9) in Naples and tR®artrait of a Youth with
a Dog(cat. no. 6) in a private collection indfence’* Her account on Salviati6
however,underminedy doubtfulattributions, such as the UffidelfPortrait, which has been
correctly recognized as a copyLouisa Mortari catalogued forigne portraits as autograph in
her1992bookon Salviati. While drawing attention to a few likenesseshhdtbeerseldom
discussed in Salviati scholarship, she includedksthatwerehardly tenable, such as the
Portrait of Baccio Bandinellin the Gardner Museum, Boston, and Boetrait of a Youth
holding a Drawingin the Museo Bardirfi® A majorexhibition dedicated t8alviati, held in
Rome and Paris in 1998xploredall aspects of his wide ranging activities and stimulated

scholarly research in the fiefdl.A section consising of eight pantings andsix drawingswas

Portrait of a Man holding a Female Figurir(eat. no. 11) SeeCar | o Ga mb a, AAl cuni ritra
Sal vRast s e gna999: 45, Heemann VossDie Malerei der Spatrenaissance in Rom und
Florenz(1920), 2 vols., English trans. Susanne Pelzel (San Francisco: Alan Wofsy Fine Arts, 1997). For
thesectio on Sal viati 6s b 29920t.@ostanmgna tnguestioaisgly acceptad tHese,
attributions, see fAl/l ritrattista, o 47.
15 Jean Alazard. e portrait florentin de Botticelli & Bronzino (Paris, 194&he Florentine Portrait{New
York: Schocken Books, 1968).
'®|ris CheneyFrancesco Salviati (15:0563) 4 vols. (New York: New York University, 1963): 5.
CheneyFrancesco SalviatiLuisa Mortari,Francesco SalviaiRoma : Leonard®e Luca, 1992).
18 CheneyFrancesco Salviafil: 145 & 147.
Ylbid., 1:32223. For Costamagfhésegydstaguei butions, see fll
' See MortariFrancesco Salviaticat. no. 97, p. 141 & cat. no. 103, p. 143. The portrait in Boston is
widely accepted as a sqibrtraitby Bandinelli and the likeness in the Museo Bardini is more convincingly
given to Mirabello Cavalori.
“'Francesco Sa&l6Wi,atoi,, L1a51b0k| |l a mani er & 9: nRoma, Miololsa
Parigi, Mu s ®e d20 giugmolO98red. C. M3 Goguel Milanb :eElecta, c1998).
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dedicated t& a | v poatrats. deworksdisplayed refle@dthat scholarship on the subject
wasinflux. Phi | i ppe Costamagnads concise overview of
exhibition catalogu¢available both in Itdan and Frenchprovidesthe most ugio-date
information especially thagleaned from archival resear@ndpoints out directions for future
research Indeed, tiserves as a point of departure for my current (fdeSbstamagnasts over
twenty autograph portraits by Salviati. While correctly elimirgatraditionally attributedvorks
that can benore convincingly associated with the workglof Michele Tosini, such as the
Portrait of a Man holding a Lettan the Uffizi (cat. m. 22)and thePortrait of a Youthin the
Museo Poldi Pezzoli (cat. no3R Costamagna addedew portraits to the early career of
Salviati which in my opinion are unliketp beby the artis€® In their revews of the exhibition,
both David McTavish and Elizabeth Cropp@gnaled he need for further res
portraits?*

Significant recent rediscoveridmveexpanded the repertoire §al vi at 6.dhs portr a
about2006,Costamagndiscovered a@rtrait of a boy in a private collection and matched it with
awell knownred-chalk studyshowing a boy wearing a capthe Goldman Collectioft.
Unfortunately, he current owner does not wish the painting to be reprodthuesian illustration
isunavailableThe painting is probably one of the few

career, datable to 153%38. S a | v Patrait ob Giovanni dalle Bande Nefeat. no. 5)which

Zphilippe Cloisattistabagna, 0l

2 For the list of portraits that Costamagnaaré t r i but ed t o Mi chele Tosini, see
ThePortrait of a LutePlayerin theMusée JacagemartAndréand thePortrait of Giannettino Doriaare

unl i kely works of Salviati. Fdravd rdi Jiad f ®s dirFr @ostea
Sal viati . Burlington Magalzingd 298):i345., 0

“David McTavish, fA[Book Rel\5i6eBw] oFr drmcMastat d aS anawii etria,,
Drawings38 (2000): 69E 1 i zabet h Cr o pHramaesco JalFiati ettlafbella reaniéra: actes
des colloques deome et de Parjeds. C. M. GoguelandB.ost amagna et al&isedé Roma: £
Rome, 2001), 692.
%see Nicholas TurneBrawn to ItalianDrawings: the Goldman CollectiofNew Haven: Art Institute of
Chicago, 2009), p. 303, cat. no. 22.
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had been in ruinous condition inethUffizi storage was rediscoveredrestoredand exhibited in
2010%° The Uffizi panel is the only surviving portrait by Salviati that can be securely identified
with onementioned byasariandith el ps t o defi ne t hsdurisghig!l e of Sa
second Florentine period (154%48)%" As well, Catherine Gogueh 2011convincingly re
attributed thePortrait of a Young Lady as Diarf@at.no.1) n t he Ch©t eau® ddAnet
The workhadpreviouslybeengiven to Francesco Primaticciand the subjeavastraditionally
believed to béiane de Poitiers (1500 5 6 5) ,  hiistress] Theé Anét painting is
significantinmanywaysti i s a f emale portrait, while the m
men; it belongs to a small grp of portraits painted on slate by the artsigifinally, it was
producedd ur i ng Cecchi nods -1s505 70/u8r)n ainnd Ferxaenncpel i(fli5e5s6 t
in the genre during the last decade of his life.

What is now needed is a comprehensive stidy &S al vi at icrilicglrepor t rai t s,
examinatiorof theworks that have been attributedhion in orderto establish a reliable core
group exhibiing a stylistic cohnerence Ext ant schol arship omnelié&gal vi at i
onthe attributions made bgarloGamba andHermannvossmany years agoHowever, ar
knowledge of Salviatand ofother sixteentitentury Italianartistshas advanced since the early
twentieth century, and the recent publications on the portraits by-lessen artists, such as
Michele Tosini, Mirabello Cavalori and the Brina brotherseds tdbe taken into consideration.

In short, thecore group of Salviati portraits established by Gamba and Maostbe reviewed

% Cecthi, La memoria del padrel0-12; idem W$alti ritrovato, o 15.
?"\/asariMilanesi, 7: 27.
BCat heri ne Mo belpertraijde @mmeuer Digreui c h©t eau do6Anet: Une pr

Francesco SalReivauei deeh2LFq/226@08 )
#The portrait was referred to as a work of Primaticcio on the post card sold at the chateau. This attribution

had already been rejected in 2004 at the Primaticci
Famill e de Prin&icemitre deg-entaidebleaued. D. Cordellier (Paris: muse du Louvre,
2004), 117. Goguel 6s attribution has been accepted

thec h©t eau d & A nfeeportragt dedemi@opg29,edte 6.
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and updated® My task herénas beero gudy systematically the portraits attributed to Salyiati
eliminaing those that areithererroneouslyor doubtfully attributedo himandincluding recent
additions By doing so, haveassembled group of about eightegrortraitsby Salviati that are
stylistically homogeneousnddemonstrat his evolution as a portraitist.

Therearemanyolmt | es t o t he st ud7VheartisthaSlangkeeresani 6 s po
attributional repository for Florentinmortraitsthat can be dated more or less to the sixteenth
century’* C e ¢ ¢ hponraitéhave been confused with those by RapHEithn, Sebastiano del
Piombo,Bronzino,Jacopino del Contélichele Tosini, Mirabello Cavalori, Maso da San Friano,
andSiciolante @ SermonetaSorting outhese worksscattered in European and North American
museums and private collections, has been a laboriou¥ taglparently, Francesco Salviatas
not inthe habit of signing and dating his portraits. Manthisfsubjects ar¢érue mysteries; we
simply do not knowvho the sittersare Ignorant of the biographical particulars that might reveal
meaning, wareconfined largely tdormal analysis As a result, a strict
portraits is almost impossible.

DiscussngSal vi ati 6s activities agamaworkimy tr ai ti st
study aims tplacethea r t i s t idthehistaricalkpslitical, culturaland artistioccontext ofhis
time. Cecchind s geni us i n assi mirhphitalorigmns ad hystravel of vari
between artistic centers make him an ideal point of reference for the examination of artistic
exchangeEasi |l y affected by foreign influences, Sal

hard to categorizeReflectn g hi s experience in various arti st

%0 Based on areful firsthand examinations, moretpd at e knowl edge of Salviatios
comparison with documented works that can be securely given to the artist, | would propose to eliminate
four out of the original six portraits essembled by ®arand Voss, retaining only the portrait in Vienna
(cat. no. 15) and thortrait of a Man holding a Female Figurir(eat. no. 11).
jaff®, HAFragmce8stdg Lalswiaataigna, All ritrattista, o 47
#20One of Sal vi arorirai of a [ain ther Musetnsof Westare Art, even found its way to
Tokyo.
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from the Florentine canons, to which his compatriots su&ndsea delSarto and Puligo strictly
submitted their paintings. The stylistic diversity of his portraits encourages gatestiinto the
relation between hisawelsand his output in portraiturel he st udy of Sal vi ati 6s
illuminates matters of patronagé/ersatile and weltonnected, Salviati served a number of top
ranking patrons of his time, includif@@ardnal Giovanni Salviati, Pier Luigi and Alessandro
Farnese (in RomeRQukeCosi mo | ded6 Medi ci (in FIl o,aence), t
King Henri Il andthe Cardinal of Lorraine in FranceOn several occations, Salviati was
recommended to his patroos the basis ohis talent as a portraitistin fact, prtrait painting
was an essential service Cecchino provided to his princely paffonse exami nati on of
career as a portrastigoes beyond his political ties aatbo sheds light on his interactions with
prominenthumanists and the cultural elaéhistime.

Chapter placsFr ancesco Sal viati 6s devel opment as
rapidevolution of portréaure in Florence and Romigetween 1470 and 153@ndevaluaesthe
extent to whichheresponded tthesesignificant advancemenis central Italy Although no
surviving portrait by the artist can be securely dated to his formative years in F|dhenadistic
tradition of his native cityindoubtedlyplayed an important role in formirkgs portrait style.
Certainly, t was in Florence that Francesco made his first atteatptetraiture. Moreover, his
practice of includingportraits of contemporass inhisfresco cycles and devotional paintings
reflects his Florentine education. The artist
traced to the workthathe saw in his native cityWhile very little is knownaboutSa |l vi at i 6 s
training inFlorence dring the 1520 venlesshas beesaid about his early education as a
portraitist. For that reasonniChapter2ite portraits by Fr aGuaas cods m

Bugiardini (14751554), Baccio Bandinelli (1488560), Raffaello Piccilli, called Brescianino



(fl. c. 150725), and Andrea del Sarto (148630) are examined in detail to reveal their
contributiongot h e y o u bagkgrouadnaddghetevelopment as a portraitist.

Chapter 3 covers the period between 1531, when Cecchino started hisncRi@®eas
a promising young artist at the court of Cardinal Giovanni Sa|%i#i01553) and 1543, when
heleft Rome and returned to Florence, just in time to redbigeommissin to frescduke
Co s i aumliénse halin thePalazzo Vecchioln Rome, the young artist was popular in the
Florentine community, of which he soon became one of the principal portraitistg with
Jacopino del Conte, his fellow apprentice in Andred d S a r £2dTbedirstpdrtofpihis
chapter focuses ahe patronage of Cardinal Salviati, among whose friends and political allies
the young artist found his major Romelientele S a | v poatrait déawingof youthsare
examined in relatiorotthe homoerotic culture popular among the Florentine elite in Romid
alsodiscusgh e a mparticigatiofirsthe paragonedebatehroughone ofhis early portraits.

A section i s derthbatiaa jgurneyahat3cak pladce the intérval
bet ween the arti s.tlidteespringal 1589 S$akviatineft Rome for FIBrenoee
where he briefly worked on tlaecorations for the nuptials of Cosimo d e 6 Medi c i
then made his way to Venice via Bologrigalvia t noélsltalian journeynasbeenexamired in

detail by Iris CheneyMichaelHirst, David McTavishand Michel Hochman# My study on the

T h €

artistds Venetian visit highlights his works a

printed portrait.l will also propose Antoftancesco Doni as a possilsigter for the only

®Philippe Costamagna, i PRaphadl, &dllini & aRendissance Bankeri thee
Patronage of Bindo Altovitied. Alan Chong and Donatello Pegazzano, et al ( Bos@inella Stewart
Gardner Museum, 2003)38.

Exi |l e

'ris Cheney, fAFrancesco A®8uletin(E63): 83334MNMichaehHirdt,t al i an J
AThree Ceiling Decor acZeitschnifsfir Kunstgeschichis €968).0146865;1 vi at i , 0

David McTavish,Giuseppe Porta called Giuseppe Salvigtew York: Garland Publishind,981); idem,
in Giorgio Vasari: Principi, letterati e artisti nelle carte di Giogio VasatD8110(Florence: EDAM,

198D); Mi c h el Hochmann, i Fr an Eransesop Sdbvatl (15E086G3)io laBell®¥ enezi a, 0

ManieraaRoma, Vill a M@i cnar z29 JdO&®Bai ®ar i gi29gildnos ®e
1998 ed. C. M. GogueMilano: Electa, 1998)56-60.
9
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surviving portraitpaintingf r om Ce c ¢ hi n o 6 sChapem3edndludes with a gloseu r n .
examination othe five portraits executed in Rome affen | v retrhfrod ¥enice, evaluating
the extent to which the artistés Venetian expe

Chapter 4 focuses on Sal vila48)i Theporgastsc ond FI or
Cecchino produced at the Medicean court are exaninex/eal the rivalry between the artist
and Bronzino, Duke Cosimo | 6s official portrai
parti ci pat artisticeamgaigne doclmdnting and aggrandizing the Medicean dynasty
through his portraitslwomnfti€Cosimbapder f at harsand
experiments in miniature portraits, an area that haslaegely overlooked in the scholarship on
the artist.

I n Chapt er 5Foreirelportiaits are éxaminpdarstiie context of his
activities in Rome and Francéfter the deathof Sebastiano del Piombo and Perino del Vaga in
1547, Cecchino became thmst importanpainterin RomeT he arti st 6s new st at
not only in the number and the prominence ofléinge scale frescaommissionse received, but
also in the independent portraits he produced during the pertaafirst section of this chapter
concentrates on thepraits of contemporaries and patrons that Salviati included in his
monumental frescoycles and altarpiece§ a | v i a-Floréntine gorrats are particulaily-
defined in currently scholarship. In the second part of this chapter, | put forngesdmof six
portraits t o workinrthes gearefrom Hislihéd Romain pesiad,emphasizing
experimentationin theuseof stone supports, a practice pioneered by Sebastiano del Piombo.
The part on Cecchi nrld5/8)commenaeswith gn overvieawefithe( 1 55 6
artistodos f ame a sandais imeractions with ariiswho had practied ia thec e |,

country priorto hisvisitThe f emal e por t r acarefulljiexamitd @tdeau d o6 An e
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Sal vi at i &lwencp andmricdislCougi5101572) Henr i 'l 6sanf ficial
well as onLucas Penni (1500/4556/7)arealso explored.
I include, as the last section of my dissertation, a catalogwbaifl consider to béne
authentic portrait paintings by Salviati, followed by those that are doubtfully or erroneously
attributed as well as portrait drawings and prints associated with the artistcatalogue is
aimedataddresimg uncertainties in attribution and datingthalugh manyroblemsremain.
Having a repertory of portraits securely attributed to Salstaduldmake his development as a
portraitist more comprehetde and its significance better knoyandshould therencourage

furtherresearch beyond the concéon authorship.

11



Chapter 2

Central Italian Portraiture in the Formative Years of Francesco Salviati

2.1 Florentine Portraits between 1470 and 1530

Francesco d-&563)ieaeiged his traiding ih Blorence, had his early career

in Rome, and travelled to Venice Salviati és mobility, which he
contemporaries, allowed him to encounter competing artistilitionsand ideals.By these, he
artist was inspired to adjust, but never to renounce, his originality and artistic personality. He
aso played an important role in the artistic exchange between these cities. An analysis of his
work allows us to observe the lively atmosphere of the period and the changes that resulted from
the multiple influences available at the time. The first phttis chapter aims to place Francesco
Salviati és development as a portraitist in the
between 1470 and 1530, and to evaluate the extent to which this pictorial tradition influenced his
ownwork. Thesetnd part examines Cecchinobd6s portraits
the genre in Rome during the first three decades of the sixteenth century. The artist first visited
Rome when he was only twertyie, and was exposed to the various innovatiopeitraiture
popularized by the works of Raphael, Sebastiano del Piombo and Parmigianino. The earliest
surviving portraits by Cecchino are datable to his first Roman sojourn-(&538]), and their
responses to the style of these masters are frequestiyvelal.

Art historians of the Renaissance generally admit that there is a distinct Florentine style
of portraiture, but they seldom specify its characteristics precisely. Although exhibitions and
written studies on specific geographical regions are comiRenaissance portraits in Florence
have sel dom been examined together. A pioneer

French, which examines the evolution of the genre from Botticelli to Bronzino, gives a

12



comprehensive overview of the developmefportraiture in Renaissance Floreritdn a recent
article, Philippe Costamagna provides arajlate summary of the scholarship on Florentine
portraiture in the sixteenth century from the formal revolution of Leonardo to the products of
Vasar i bop®® Mazarkisolates the period between 1470, when the-tiwagter format
began to be popularized by Botticelli and Leonardo, and 1570 as a time of profusion for the genre
which he terms the Yostanadnasnglesouttheipédrietwéeen Tuscany
1480 and 1530 in particular as a time of rapid development of the genre in Ttfscany.

Florentine artists were pioneers in the inclusion ofgelfraits in altarpieces and fresco
cycles® The vivid likenesses of contemporary citizens included in the narrative paintings
decorating the cityo0scenutdyElorantneastistsveerefinef v t hat fi
portraitists!® This tradition of including portraits of contemporaries in higfsaintings is
reflected i n Fr soak &esa projestaih Rama and Kosencke, suctgas the
Visitationin the oratory of San Giovanni Decollato (Rome) and the story of Camillus in the Sala
del Il 6Udi enza of t he VWadlpatraisacan ¥ befdundon alfafpieces e n c e )
and devotional paintings by Cecchino. The twelve apostles in the LDoutging Thomasare

commonly thought to have been given |l ikenesses

%Jean Alazardl e portrait florentin de Botticelli & Bronzino (Paris, 194& he Florentine Portrait{New
York: Schocken Books, 1968).
*®philippeCostamagngi De | ' i d®al de beaut® aux probl mes d'att
portrait florentn a u X V | $udislal (2602)e19320.
37 Alazard Florentine Portrait 15.
¥BCostamagnai'idéal de beauté H93.
%Joanna WoodMarsdenRenaissance Sefortraiture: the Visual Construction of Identity and the Social
Status of the ArtigfNew Haven: Yale University Press, 1998), 43.
“0 Alazard, Florentine Portrait 13 & 5556. The inclusion of contemporary portraits in history paintings is
largely a fifteenthcentury phenomenon. Likenesses of Florentine citizens gradually disappeaned f
fresco paintings at the end of fiteene nt ury, | argely, due to Savonarol ad
teachings against, the practice. The practice, however, lingered well into the sixteenth century as
exemflified by Vas arthe Batazzd éecchio, Bldreénoee pr ogr am f o
13



Raising of Lazarsin the Galleia Colonnacan probably be identified withnton Francesco

Doni, or alternately Al ammano Salviati, Cecchi
It is generally believed that portraiture was more developed in Flanders and Venice than

it wasin Florence' The genre was not as highly esteemed in Tuscany as were narrative frescoes

i an opinion reflected in the writing of Vas&fiHowever, the only specialist in the genre

mentioned by the Renaissance biographer was a Florentine, JacopinotéeMPmse prestige in

the field of portraiture iseflected inhis illustrious Roman clientefé. F1 or enc e &the posi t i

vanguard of history painting, which preferred universality to the particular, may also have

indirectly slowed down the growth pbrtraiture, which prizes naturalism in the rendering of

physiognomy. Although the contention between the particular morphological features of the

sitter and the idealizing style of the artist is a universal challenge to portraitists, the tendency to

corceptualize and universalize, reflected in the works of Leonardo and Michelangelo, seems

generally to have been particularly strong in Florentin& afts Luba Freedman points out, the

Mona Lisaborders between portrait and rpartrait®> Through the iddiation and

generalization of the features of the wife of a Florentine merchant, Leonardo made the painting an

expression of broader philosophical concéptBeparting from the Florentine ideal of

41 H

Ibid., 23.
“’For a concise summary of the status of portraiture reflected in Renaissance art literature, see Lorne
CampbellRenaissance portraits: European Portriiinting in the 14th, 15th, and T€enturies(New
Haven: Yale University Press, 1990), 1961.
3 Giorgio Vasaristates that Jacopino paintedrtrais of all the popes from Paul Ill onward and all the
persons of importance at the papal court. The artist also portrayed military captains and men of letters.
Vasari indicates that the Florentine painter also produced portraits of noble wSegine vi te ded pi Y%
eccelenti pittori, scultori ed architettqred. Gaetano Milanesi, 9 Vols. (Florence: Sansoni, 1906), 7: 575
577.
“4 For a good discussion on the plem of reconciling the identity of the sitter and artistic expression in the
production of portraiture, see John Shearndargrea del Sart¢Oxford: Clarendon Press, 196%),112
115.
“Luba Freedman, fRaphael 066azdttedsBeapdrts1dh(1989): 160k e Mona L
173.
“Mary D. Garrard, fALeonardo da VTheExpandingRisoaulsee Portr a
Feminism and Art Historyed.Norma Broude and Mary D. Garrard (New York: Harper Collinis, 19872)
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universality, Salviati demonstrates a strong interesipiuring the irregular features of his
sitters, who also frequently appear startled or bewildered.
The last three decades of the Quattrocento witnessed dramatic changes in the field of
painted portraiture in its formal aspeci&he profile had been the standard format for
independent portraits in Italy, until about 1470, when Botticelli and Leonardo started to
popularize the threquarter format through their works in Floreri€eArt historians generally
credit the replacemeotf t he pr of i | e YduogMaraHoldinge Md&laloft i cel | i 0 s
Cosimo il Vecchid c . 1470s, uf fizi, FIl orence) Gmevih Leonal
de 6 BRelA7dfigure2.1). Simultaneously, the same trend happendoeilyenetaand
southern ltaly Influenced by the Flemish portraits of Jan van Eyaitonello da Messinatarted
applying the thregjuarter format to his works, of which tRertrait of a Man(c. 14681470,
Museo Civico Malaspina, Pavia) is an early exaripleleanwhile, there was a tendency to
include more and more of the
body to increase the
informative nature and
expressive power of the
portrait.

Also in the 1470s,

Leonardo da Vinci started to

Figure2.1, Leonardo da VinciGi n e v r a . d.44y4.Badonat Gallery
of Art, Washington D.C.

explore the application of

emblems to his female portraits, using symbols, allegorical figures and texts to allude to the moral

“JoannaWoodMar sden, fAPortrdi5t2 0iftue il Bealtyalcegnardos GiBelra
de' Benci and Renaissance Portraits of Wonaeh David Alan Brown et g§Washington, DC: National
Gallery of Art; Princeton: Princeton University Press, 2069.
8 Mauro LuccoAntonello da MessinéMilan: 24 ORE Cultura, 2011), 88.
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and intellectual virtues of the sitters tiaight evade the visual descriptiarf the facial features.

In as early as the 1430s, Pisanello had experimented with the insertion of emblems in his portrait

of Ginevra doEste now in the Louvre. Leonardo
role in the development of portraijur i N Fl or encRortdai LeohaGidmndsr a
(Figure2.1), the sitter is shown against a landscape background dominated by aljustper

which puns on her name and symbolizes her chdstifyie back of the panel presents a laurel

and a pb branch with a Latin scroll twining around a juniper. The script on the scroll reads

VI RTVTEM FORMA DECORAT, AfiBeauty Adorns Virtue.
Ginevrads moral and intellectual vyedonthees. Wh i
front, her virtues are symbolized on the back of the porfrait around the same time, Piero

della Francesca also experimented with painted reverses in Urbihis fiimous diptych,

Federico da Montefeltro and Battista Sfoltéffizi, Florence), Piero della Francesca included

allegorical scenes on the back that symbolize the virtues of the sitters shown on tHe Trarse

doublesided portraits observed the same principles that were first laid down in medals, which
augmentd the persons depicted on the front by the inclusion of emblems and inscriptions on the
reverse’ Leonardd and Piero della Francesca6s innovatiyv
portraiture inspired artists of the younger generations, such as Raphael, deldsasto,

Pontormo, Bronzino and Salviati to perform similar experiments.

““For a di scus s Gimewainthe cantexbafi Renaissailics emblematic portraits, see John
PopeHennessyThe Portrait in the Renaissan{dew York: Bollingen Foundtion; distributed by
Pantheon Books, 1966), 21Bisanello had earlier used a sprig of juniper to pun on the name of his sitter,
Ginevr a Woéodsvtae ,s deeme HfAPord r7ad.t of the Lady,
*%Yirtue and Beautycat. no. 16. The reath of lauel and palm was thenpresaof Bernardo Bembo, a
probale patron of the portrait, which he commissioned to celebrate his platonic love for the lady portrayed.
See Jennifer Fletcher, fABernardo BemBuding@md Leonar do
Magazinel31 (1989)811.
'ForPierodel | a Francesco6s pHermassyRortraitinghe Rehaissanc@092i0e e Pope
Joanna WoodMarsdenfi Por t r ai to 682 t he Lady,
2 popeHennessyPortrait in the Renaissanc@08.
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Leonardo was also a pioneer in the communicative portrait. At the beginning of the
sixteenth century, inspired by and reacting to the Petrarchan concept of the sociabletpertrait,
masterds works became increasingly sensitive t
outward gl ance appears neut r Bdnalisdé. 55030506, agi ng t
Louvre, Paris) acknowledges our presence by turning towardglugedcoming us into her space
with a mysterious smile. The concept of the interactive portrait was further explored by Raphael
in his mature Roman likenesses.

Leonardobs i mpact on portraiture was diff us
latel 50 4 . RatraihodMadldélena Don{c. 1506, Palazzo Pitti, Florence) is often
considered a criti cMohalisaldnghedana Lisapthesdatedppse,n ar d o 6 s
only implied in earlier female likenesses, is rendered explicitby inchudgg t he ar m of t he
chair and placing it parallel to the picture pldhd.eonardo shows the lady resting her hands on
the arm of the chair to form a base for the pyramidal composition, which unifies her head and
body in an organic whol&. Raphael rast have seen thdona Lisaor preparatory drawings for
the portrait, as a peandink study bythe young artis(Louvre, inv. 3882) corresponds closely to
Leonar do & Thepompositiomal stheme of this study was of primary importance to

Raphaelwho applied it to a number of his portraits, includingltady with a Unicorr(c. 1506,

*3Jacob Burckhardt was the first to point out the compositional similarities betweklotizeLisaand

R a p h aMedddlema DoniseeDer Cicerone: Eine Anleitung zum Genuss der Kunstwerke Italiens

(Leipzig: Alfred Kroener Verlag, 1927), 2: 80Alazarddevb ed a chapter on Leonar doé
Raphael 6s AaagardtFlorantirte qrtraits 83€77.

¥ The literature on Leonardo and th®na Lisais diverse and vast, see for examples, Kenneth Clark,

i Mo na Builirgtan Magazing1973): 144151;F ank Z° Il |l ner , iLeonardo' s Por
Gi 0 c o Bateite dies Beawhrts (1993): 11538; Frank ZoélinerLeonardo da Vinci, 1452519: the

Complete Paintings and DrawingKdln: Taschen, c2003); Martin Kempeonardo Da Vinci :

Experience, Exp@ement and DesigiiPrinceton: Princeton University Press, 2006).

*PopeHennessyPortrait in the Renaissancé12; WoodsMarsdenfi Por t r ai t 7% teonafde Lady, ¢
was the first painter to secularize the pyramidal composition, frequently used in the depiction of the Holy

Family inthelate fifteenth century, and to apply it to independent portraits, see FreefifRnarp ha el 6 s
Perception 971.

*’seeRaphaelfrom Urbino to Romeeds. Chapman, Henry and Plazzotta (London: National Gallery

Company, 2004), pp. 17677, cat. no. 52.
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Figure2.2) andMaddalena Doni Filtered through MBrapisdase! 6 s e mp
half-length seated pose, with the arms as the base for a pyramidal cionppsitved to be
highly influential to the evolution of portraiture in early sixteenth century. The concept of the

interactive portrait was further explored by Raphael and Salviati.
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Florentine portraiture at the beginning of the
Cinquecento was characterized by thesgistence of the
fifteenth-century traditions, represented by Verrocchio and
Perugino, and the new ideas of Leonardo transmitted through
the responsive works of Raphaglh o t hen spread t h
formal innovations to his Florentine colleagues. These

included Francesco Granacci (14894 3), Giuliano

Figure 22, Raphaellady with a Bugiardini (14751577),
Unicorn. c. 1506. @lleria Borghese,
Rome. Ridolfo Ghirlandaio (1483

1561), Franciabigio (1482525), Francesco Bachiacca

(14941557), andbomenico Puligo (1492527), all of whom
worked in Florence ia Raphaelesque mode at the beginni
of sixteenth century. Their works are excluded from Pope
Hennessyo6s fundamental sur

sance p

publishedin 19661l n L or ne nie nrepebtestudy 6

on the subject, only Franciabigio and Ridolfo are briefly

mentioned’? but a more comprehensive survey of the
Figure2.3, Ridolfo GhirlandaioPortrait
portraits by these lesser known artists is needed to provid? @ Man c. 15031510 Art Institute of
Chicagq Chicago

adequate background fonderstandinger ancesco Swmikvi ati 6s early

>’ PopeHennessyPortrait in the Renaissance
%8 Campbell,Renaissance portraitd05-106, 255 no. 42, 198 217. The author indit¢es that
Franciabigio shared Andrea del Sartobs practice of
shadow. The removal of Ridol f o &Gerigifarlaeaianas por tr ai t o
discussed in relation to the furmi of likenesses in general. But none of their works are illustrated.
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The workshop of Ridolfo Ghirlandaio (148%61) played a dominant role in the
portraiture market of the cify. Ri d o Pdrtmito$a Man(c. 15031510, Figure2.3)
demonstrates the infl uence otlfiegeneasevidentdnalies cont e
sitterds direct address to the viewer t°hrough
However, the precise and lirrestyle, as well as the inclusion of a landscape view through an
open window, links the portrait with the fifteertkntury
traditions. The window showing a landscape demonstrates |
lingering influence of Netherlandish art in Florence. Hans
Me ml i worgaitwe, fpr instance, was known and imitated J
Florence by the last quarter of the fifteen cenflignd
had ad

Domeni co Ghirl andai o, Ri dol

Flemish device to his portraits, perhaps most notably i®tte

Man and his Grandsoft. 1490, Louvre). lItis also significant

Figure2.4, Ridolfo Ghirlandaio,

. I . Portrait of a Goldsmith c. 1515
that the Chicago painting was once attributed to Raphael, Wpjazzo Pitti, Florence.

whom Ridolfo had close connections in the early 1560s.fact, when Raphael left Florence for
Rome in 1508, he asked Ridolfo to complete for him dmished Madonna commissioned by a
Sienese patro.And, according to Vasari, such was Raph

for his Florentine friend soon after he arrived in Rpméthe invitation was declined because of

*David Franklin,Painting in Renaissance Florence, 150850(New Haven: Yale University Press,
2001), 108110;Leonardo da Vinci, Michelangelo, and the Renaissanéddrence ed. David Franklin
(Ottawa: National Gallery of Canada, 2005), cat. ngp2108.
®Renaissance in Florenceat. no 21, 108ee also Christopher LloyHalian Paintings before 1600 in the
Art Institute of Chicago: A Catalogue of the Collect{@hicago: Art Institute of Chicago, 1993), 1086.
%1 Lloyd, Art Institute of Chicagp104.
®David Franklid s e rRemaigsancerin Florenceat. no 21, p. 108Wilhelm Bode convincingly
reattributed the portrait to Ridolfo about 1900.
®vVasariMi | anesi, 6: 534; see also Tom Henry and Car ol
Raphael from Urbino to Ror{eondon: National Gallery Company, 2004), 39.
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Ri dol f ods Ivecityd* Ridolfo is roiv ntativaly credited with another work
previously attributed to Leonarddhe secalledGoldsmith(c. 1515 Figure2.4). The portrait
reflects the painterds increasing iatkgreundkcst i n
landscape and the applicationséfimatan the face and hands of the sitter. The attribution of the
work, however, is still in disputg.

Leonardobs i mpact on the genre can- also be
1525), who sometimes placed his sitters in a diffusedligalf, as the master had suggested in his
writing.?® In the Portrait of a Jewelle(Figure2.5), the

expressive use of chiaroscuro heightens the psychological

conviction of the work.
Francesco Salviati adopted this forceful application of light .
a number of his late portraits, such asRlogtrait of a

Sculpor at the Musée Fabre and tRertrait of Annibal Caro
in the collection of Marco Grassi. In his portraiture,
Franciabigio often employed parapets, a device borrowed f

Flemish or Venetian painting, to define the liminal space OfFigure2.5, FranciabigioPortrait of a

. 7 . ) Jeweller c. 1516 Princeton
the picturé®’ The moif was popular in the first quarter of theuniversity Art MuseumPrinceton

% See VasarMilanesi, 6: 534535.
®Ser ena Pado Renassance in€loréncext. no. 82p. 110. Wilhelm Suida beliekthatthe
portrait was executed by Franciabigio based on a drawing by Leonardo, while Costamagna and Fabre argue
that Piero di Cosimo is a more suitable candidate.
®Leonardo da Vinci writes in his notebooksgshe AVery g
faces of those who sit in the doors of dark houses. The eye of the spectator sees that part of the face which
is in shadow lost in the darkness of the house, and that part of the face which is lit draws its brilliancy from
the splendour of the skyFrom this intensification of light and shade the face gains greatly in relief and
beauty by showing the subtlest shadows in the I ight
Leonardo da VinciNotebooksed. and trans. Thereza Wellis (New Yotkford University Press, 2008),
127.
®’Renaissance in Florengeat. no. 47p. 165.
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Cinquecento and can PRodraitofeadlaniniChicageiandahBlédicio s ear | i
Steward(c. 1523, Hampton Court) by Franciabigio.

An important painter in Florence during the second decade of the Cinquecento,
DomenicoPuligo (1492 52 7) then gradually fel!l into obscu
the beginning of the twentieth century with the surfacing oPbidrait of Pigro Carnesecchi
(Figure2.6), a work mentioned by Vaséfi.Through their research
on Andrea del Sarto, S. J. Freedberg and John Shearman have a
contributed to our Knhnbdwé eamgtei wor ks
career as a portraitist is currently a p@pdubject in scholarship

andin the recent exhibition devoted to Puligo, a section was

dedicated to his portraifS.Often considered a transitional figure

between the classicism of Sarto and the Mannerism of the succee_. . .
Figure2.6, Domenico Puligo,

. . . . Portrait of Pietro Carnesecchi
generation, Puligo producednmaits laden with references to the  Galeria degliUffizi, Florence

works of Raphael, Sarto, Pontormo, and Rd5so.

Although sometimes confused with the works of his contemporary compatriots, the
paintings by Puligo demonstrate a consistent style and compositional format. Theigiortrait
applied distinct formats to male and female likenesses. The young men are usually shown

standing partly in profile in a threguarterdength format a new type for male portraiture that

®VasariMilanesi,4: 465. For a summary of Puligoé6s critical fort
Capretti, fAiDomenico Puligo,omnentpirdnagdali sCian@uedermty
Domenico Puligo (1492527): Un protagonista dimenticato della pitturarénting eds., E. Capretti and
S. Padovani, et al. (Livorono: Sillabe, 2002);28!
®For their monographs on Sarto see, S. J. FreedBadyeadel Sartg 2 vols. (Cambridge, MA: Belknap
Press of Harvard University Press, 19&®)hnShearmanAndrea del Sarto
1965. Freedberg also wrote a short section on Puligo iRdiiging in Italy 15001600(New York:
Penguin Books, 1971), 23837.
“Domenico Puligp114137.
" FreedbergAndrea del Sartp236.
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was inspireldohen Ra pdreuiite Borereiin 1518 The compositional
scheme was popular in Florence during the 1520s, as can be seen in the portraits by Pontormo,
Rosso, and BronzinG. Francesco Salviati also applied this format to one of his earliest surviving
likenesses, thBortrait of a Man (c. 15391541,National Museum of Western Affpokyo).”*
Puligo frequently represented his female sitters as austere young women with melancholy
expressions in a threpiarters seated pose that was inspired by the portrait of Dofia Isabel of
Naples by Qilio Romano and Raphael (Louvie)A f i ne exampl e of Puligod
thePortrait of a Woman as Mary Madelime Ottawa (Figure2.7). The artist reused the pose for
several other portraits, which then anticipated and inspired the experh@&mts1zino and
Allori. "®

Francesco Salviati must have see
youth, as knowledge of the ol der ar
of his early portraits. Puligo painted a green curtain on the upper right
corner of thePortrait of a Youth with a View ofiérence(Private

Collection, Bromfield, Oakly Park). The same device is also seen in

his Portrait of a Lady with TurbafMuncie, Ball State University

Figure2.7, Domenico Puligo,
Portrait of a Woman as the

Magdalen. C. 15201525, Museum of Art) and th@ortrait of a Woman as Mary Madeline

National Gallery of Canada, ] ) ] o o
Ottawa. (Figure2.7). Likewise, Francesco Salvigkinted curtaingn the

upper corners of such portraits asP@trait of a Manin Tokyo, Portrait of Pier Luigi Farnese

in Naples, andPortrait of a Manin Vienna. The Jacquemakndré Portrait of a Lute Playera

"“Costamagna'idéal de beauté B00; Caprettifip r ot ag o ni s tdh THisrfdrmula oan betseed
i n P uMYoung Mah sith a View of Floren¢Brivate Collection, Bromfield), the smalledii | | f at t or e d
San MdTrustees of the Firle Estate, Sussex), andPthrrait of a Man(Galleria Palatina, Florence).
*Domenico Puligpcat. no. 23, 114.
" See Figure 2.31.
Caprettiipr ot agoni s4l@RendissanterinoFlorertcan &0, m 172.
8 Costamagndi'idéal de beauté #00; Renaissance in Florengeat.no. 50, 172.
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work tentatively associated with Salvia 6 s f i r st aslosjoo urrenv ei anl sRoPmel,i go 6
The artist employed a table covered by a radtor striped cloth in the foreground, dividing the
sitter and the viewer. The s PaitafaMagnosi ti onal
Writing (1523, Lewes, Firle Place, Trustees of the Firle Estate).

Better known for his devotional paintings, Andrea $iaito, one of the leading artists in
early Cinquecento Florence, also played a fundamental role in the evolution of portraiture
between 1510and 15301 n parti cul ar, Sarto transmitted Ra
his compatriot$? His earliest surviving portrait, th@€ortrait of a Young MaifFigure2.8) clearly
demonstrates t he Agnolé Don’® Sadoe o O
appropriated the device of framing the head with the profile of

and cap. Like Doni, the young man also rests his baral

parapet. However, the kinship between the two portraits is stric

|81

formal® Unlike Raphael, Andrea abandoned the pyramidal

8

composition to experiment withe more unstable diamorgshaped J# 8

formats that convey movemefit Through his use of

Leonardeguesfumatgthe artist also crijued Ra p h a e |

Figure2.8, Andrea del Sarto,
Portrait of a Young Manc. 1511.
'Alnwick Castle, Alnwick.

rendi tion. Mbria kisg LSeaor nt aor 6dso 6yso u

""Domenico Puligocat. no. 26, p. 120.
8Costamagnai'idéal de beauté ®00.

79 i

Ibid.
8 shearman indicates that the panel was cut on both sides, diminishing the effect of isolation and spiral
movement of the figuréAndrea del Sartol: 1 1 6 . Freedberg suggests that A

Doni portrait is fi latlierYoandg MdrihtheoaugréAndraadehRaitoh b2. gi o0ds e
The Alnwick panel was once believed to be a-peltrait of Andrea based on the inscription on the back,
seeJohnShear man, fAThree Portr ai t soBtrlingtoh Magaze@d02del Sarto
(1960): 58.
8l ShearmanAndrea del Sartol: 116.
82Campbell Renaissance portraitd 05.
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generalized but emotionally acti¥® This early portrait
demonstrates that Andrea had

art than Raph e | did and shared the ¢

exploration of the psychological factor of the sitter. Thus, Andreags4

del Sarto is justly consi d%r efis

Cont empor ar yulidsd (N&ianpl Icallery, 6 s

Figure2.9, Andrea del Sarto,
. . o . Portrait of a Sculptor c.
London) done in Roméhe Alnwick portrait(Figure 2.8)Jushered in 15171520 National Gallery,

London.

a new type, the seated thhgaarter length. To suggest movement,

Andrea showed the headdhand of the portrayed on the central axis, turning in opposite

directions®* The i nkwell on the parapet and the l|letter
mands action in context. He is rising to disp
finished writing®® This inclusion of narrative in the genre of
portraiture may reflect the Florentine preoccupation with history
paintings. In Rome, Sebastiano del Pimbo also showed an inte
in the narrative in his portrait @ardinal Ferry Carondoleand

Two Secretarig(c. 15111512.%’

Andreab6s portraits painte end

Figure2.10,Andrea del SartoThel €
] ) _ Girl with the Petrarchino c.
decade mirror the development of the genre in Rome. In a little15261528 Galleria degli Uffizi,
Florence.

known portrait in Lisbon and the salledPortrait of a Sculpto(Figure2.9), the artist explored

8 ShearmanAndrea del Sartol: 117.

8 FreedbergAndrea del Sartal: 12.

8 ShearmanAndrea del Sartol: 117.

® Ipid., 1: 118.

8 For Sebastiano déli o mb o 6 s phap 2t . 48iartd Figuse @.87.
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theritrattodispalla an i nfl uenti al type BindopAltoritielbl2,ed by R
Nati onal Gall ery of Art, Was hiMosgiangdated518. ) and
Rothschild Collection, Pari§§. Leonardo is sometimes credited with the inventiothefpose,
whereas the prototype for Sebastiano ahd Rapha
In thePortrait of a SculptoiFigure2.9), Andrea continued his exploration of the psychological
situation of the sittet? As in the earlier Alnwik portrait, movement is implied in the London
painting, but the relation between the sitter and the viewer is now more intimate and intense. In
fact, it could be said that our intruding presence motivates the dramatic response of the
portrayed” Moving avay from thesfumatoo f hi s early works, Sartods
sharper and more brittland the colour more subtle

TheGirl with the PetrarchingFigure2. 10) betrays the influence
portraits, as well adndrea del Sarid ssponse to thearagonebetween poetry and painting.
The girl in the Uffizi portrait assumesX a seat
with Two Cardinalg1518, Uffizi, Florence? In turn, The Girl with the Petrarchings
considered@ossi bl e pr ot oltayrgpBattiférra. 155 Palazzoi Vacohio s
Florence)® Both sitters are shown carryindPatrarching a small, elegant volume of the

Canzonierewhich became a fashionable accessaryied by men and women with poetic

8JjohnShear mands proposition that Andreads Lisbon pain
is now generally direditeddue to the earlier date of the laiteeeShearmanAndrea delSartq 1: 120.
8¥Jodi Cranston, fADesire anRhph&et @Gellini & @aRenaissandBrikerd o6s Por
the Patronage of Bindo Altovjteds. Alan Chong and Donatello Pegazzano, et al. (Boston: Isabella Stewart
Gardner Museum, 2003): 117.
% FreedbergAndrea del Sartal: 47.
%L ShearmanAndrea del Sartol: 121.
“Ra p h deolXdvith Two Cardinalias completed by the beginning of September 1918. Two letters
(dated ¥and 2 September 1518) written by Benedetto Buondelmonte from Ro@ero Gheri in
Florence prove that the portrait, probably just finished, was rushed to Florence for the wedding of Lorenzo
ded6Medici and Madel eine de | a Tour dbéAuvergne on 8
Document concer nimfg LReBprlmgtomdMagazind2s (1988):a3132.
®Bcarol Pl azzot t a Burliigion bagazind46 @398)258.ur a, 0

26



aspirations* Portrayed with an opendtetrarching the female subjects not only display their
knowl edge of and admiration for Petrarchoés poe
embodiment of Petrarchan beattyThe | egi bl e p a g easdthemeaRieglulr ar c h o s
gesture of pointing unite these two portrditsThe content of the painted text is the key to the
understanding of Andreads portrait. The sonne
bel ovedds eyes imtheminting’ Fhisahersatic afirity betwezretext and
i mage is also essent iladXwitlbTwo GaedinajgghecmAndrepa of Raph
knew very well”®

Andrea del Sartods influence on tdidpaasedlevel op
through the young artists apprenticed in his workshop at various points of his career. A number
of his pupils, including Pontorm&iorgio VasariFrancesco Salviati, and Jacopino del Conte,
later contributed significantly to the developmenttafian portraitur€? but their early activities

in Sartob6s wor kilsdefiogd in extantachatarshipar gel y

“Elizabeth Cropper, @A0On Beautiful Women, Rarmigiani
Bulletin 58 (1976), p. 385ote 64. For an example of male portraits with a Petrarchino, see
Par mi g iParmait of a Kan(c. 1524, Private Collection). The sitter holds a volume with his right

hand, and with his |l eft index fi ngmancesgp®étrarths t o t he
“Ibid., 391.

%Inrecentscholarshipndr eads portrait i sLlaoréBatifarr, geaWafed wit h Br
Dietrich L°hr, fide nuovi Omeri, e PSasdandAgnolBai nt ed C

Bronzino, 0 i n ed .Poeffytoon AnaRenalssarcetg Romangcignington: Shaun
Tyas, 2003)48-100. Lohr suggests that Bronzino, though beilog¢p the younger generation, inspired
Andreads exper i memdtextandirmagd, see57c o mbi na

9 bid., 52.57.

%For the Duke of MantuaAndreaproduced a deceptivapy of Raphaél keo X with Two Cardinals

whichi s now in Naples. See Vasarib6s interesting acco
inffoormsuso f Gi ul i 0 Romanobés contr i butNMilanes§5:41-d2. t he ori gin
Commi ssioned by Ottaviano ded Medici, Giorgio Vasar

Vasari 6s copy has been t einthecbllection bfyhe Ead & befcésterine d wi t h
Holkham Hall, Norfolk, England, see Arnold Nesselratkiiom Raphael to Carracci: the Art of Papal
Romeged David Franklin (Ottawa: National Gallery of Canada, 2009), cat. no. 46, ppa®8-or the
signf i cance of the depicted text to the wunlkeXstanding
with Cardinals Giuli o :deAd Rwedigcio uaRerdiissanes (parteelt eadt i Poons, s
56 (2003): 10058L052.
“VasariMilanesi (V:pp.57-59) provi despugs. | i st of Sartoos
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The application of emblematic textsportraiture

was further explored by Pontormo and his pupil, Bronzin
In particular, extensive legible texts are included in
portraits of p o eAllegorical$ortcain
of Dante(National Gallery of Art, Washington), and

B r o n zlioreraod.enzj Ugolino Martelli (Figure2.11),
andLaura Battiferri'® The textsdepictedn these
portraits, aimed to engage the spectator through the act .

reading, may be an indirect reflection of the religious

Figure2.11, BronzinoUgolino Martelli.
Staatliche Museen, Berlin

reform that reached Italy from the notfh.Relatively
recenty, he c¢cl ose reading of the clearly inscribed
important discoveries and new interpretations. The open pagesliddh#isplayed on the table

next to Ugolino Martelli specifically allude to a tragamily event. The text is turned towards

the viewer, demanding to be redd. The inclusion of emblematic poetic texts seems to be a
particularly Florentine practice, whereas the verbal passages displayed in contemporary Roman

portraits are more likelto be biblical passages or papal documents.

' nterestingly, this group of portraits is excluded
between poetry and portraiture, see Shear@aly Connect108148.
WElizabeth Cropper, fAPontormo and BPootarmd, Branzifion Phi | a

and the Medici: the Transformation of the Renaissance Portrait in FlorenteC. B. Strehlek
(Philadelphia: Philadelphia Museum of Art, 200dp, 1-33.

YE|lizabeth Cropper, fAProlegomena to a New I|Interpret
Renaissance Studies in Honor of Craig Hugh Spredk. Andrew Morrogh, et al. (Florence: Giunti
Barbéra, 1985p: 155.
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22Sal viati s Formative Years and Early Work

According to Giorgio Vasari, Francesco di N
in 1510%% Due to the lack of archival documentation, Vasari remains our principal source of
information on Francesco Salviatioés early Iife
from 1524on. When they met in Florence, Francesco was about fourteen aad tfarteen.

They thenbecamelfe ong friends, and Vasari 6s detailed &b
cases, regardless of minor discrepantiegrancesco Salviati trained in Florence during the

1520s in the workshops of Giuliano Bugiardiid751554), Baccio Bandinelli (1488560),

Raffaello Piccinelli, called Brescianind.(c. 150725), and Andrea del Sarto (148630) but

the exact dates and duration of Francescobs apr
Vasarinotonlysuppe s t he i nformati on ab mentonsdiadmbaraft i 6 s t
works executeduring his formative years in Florenc&hese includa portrait of an unknown

sitter shown to Vasari in 1524, many little pictures executed while in the shojfifaélReda

Brescia, arexvotorepresenting a soldier who survived a murderous assault during the siege in
1529(which later belonged to Vincenzo Borghirthree scenes from the Old Testament for a

tabernacle of the Sacrament at the Badia, and a Samddsditah for Francesco Sertini that

was sent to Frand& Unfortunately, none of these paintings can be traced today. Francesco

1%yasariMilanesi, 7: 5foradetdi ed account of FrCheneyFmrcesdaalviaidr |y | i f e
10-30.

Y“rEor Vasari s deliberate changes of facts in his bi
of Vasari aGiagio¥Yasarivtra detoraziane amhigale e storiografia artistica, convegno di

studi (Arezzo, 80 ottobre 1981)ed. G. C. Garfagnini (Florence: Leo S. Olschki, 1985);302.

"asariMi | anesi, 7: 7 & 10. For a detailed examinatio
AVimze Borghinids Collection of Paintings, Drawi ngs

S o u r doarsgl a Warburg and Courtauld Institutés (2003):63L. 22 ; f or -Wasteei ati 6s ex
especially 73/5. Sc or za i de n exivdtowighs t $an vuimaquai@éte di uno votato
concerti vestiti alla divisaaquartiessi i n Raf faell o Eschinids inventory o
the Ospedale degli Innocenti, dated 1 September 1580, see ibid., 121.
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must have executed many drawitgghfor study purposes and for his early projects, but none of
his graphic work can be seely associated with this period.

Francescods f at h,amdthenbayswasaexpeotet to eohtinune i the e r
trade. However, in his boyhood, Francesco showed a strong inclination to the art of design.
Therefore, in the late 1510s or the early 158;chinovas pl aced i n his uncl e
shop as an apprentice. Tdweact duration of this apprenticeship is not known, but the experience
had a lasting effect on his art, in particykis portraits:”® One of his earliest surviving
likenesses, thBortrait of a Man with a Female Figuring-igure2.12), for instance, isften
thought to portray a goldsmith holding a sample of his trade. Francesco was also on friendly
terms with several goldsmiths. Three mentioned by Vasari are Francesco di Girolamo dal Prato,
Piero di Marcone, and Manno Sbarri, who was also an
intimatefriend of Benvenuto Cellini, the most famous
goldsmith of the erd’ Although Salviati abandoned the
hammer for the brush, haterprovided numerous designs
for goldsmithsé w&%ikfacgnd
Salviati is usually considered to be ondha most

influential Italian goldsmith designers, along with Giulio

Romano and Perino del Vaif. Two drawings in the ) . .
Figure2.12, Francesco Salviakortrait

of a Manholdinga Female Figurinec.
1538, Private Collection, Rome.

1% For the influence of Salviai 6 s ear |y exper i enc eCheneyFfanceseot al wor k on
Salviati 1: 11.

197 /asariMilanesi, 7: 6, 21, 42 & 43;ex alsd=rancesco Salviati o la Bella Manieraat. no. 83, p. 224,

cat, no. 98, p. 254. Sharri was often referred to as MEiorentino.

198 the Mannerist era, ias common for practicing goldsmiths to rely on artists for designs. Artists such

as Giulio Romano and Perino del Vaga had never practiced as goldsmiths, but they provided designs to

craftsmen. S &he Mdnnerisk Golddtinithis W(Hatiad Sourdes): And Some Drawings and
Desi gme<onooisselt 49 (1962), 158. For Salviatids desi gns
Bird, fADesigns for the Decor at i vuee eMrdtss Uy vFerrasnicteys, c o

9Bj rMesiigns for the -GBecorative Arts, o 162
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GabinettoDs e g n i e Stampe of the Uffi zi (1577 E & 16
participation in the project of tHearnese CaskdMuseo di Capodimonte, Nagjeexecuted in
gildedsilver by Manno Sbarfit’ The capriciously designed helmet displayed in the portrait in
Sarasota also refl ects YTheomat and précisus gqualtyefr e st i n
some of p8aiigysuch s thEhlrist Carrying the Crosat the Uffizi, may be due to
his early education at the goldsmithdéds shop.
the drawing of hair and beards as in many of his portraits may be tracedstuitzs.

Giorgio Vasariwho on the recommendation of Cardinal Silvio Passeririved in
FIl orence from his native Arezzo in May 1524, W
Francesco was introduced to Vasari and became histitefriend. It was likely that shortly
before the two young artists met, Francesco had entered the shop of Giuliano Bugiardini (1475
1554). Andpr obably during the first months of his &
Francesco produced his first portrait. fagadeed states that he was so impressed by a portrait
by Cecchino that the two became frieftfsBelonging to the same generation as Michelangelo,
Bugiardini had likewise studied at the San Marco sculpture garden and had become one of
Buonar r orendd'$Gidiamswas alsoraassociatef Domenico Ghirlandaio and had
assisted the master in the execution of the famous fresco cycle in Santa Maria Nbuella.

Bugiardindbs wor kshop, Cecchino would have received

Mrrancesco Salviati o la Bella Manieraat. nos. 95 & 96, pp. 2481. Sbarri started working on the
silver framework around 1548.
MEor Salviati ds i nt Eraneesd Salviati odarBella Banieraah momo5pp. s e e ,
268269.
H2yv/asariMilanesi, 7: 7. Vasari does not givaspecific descriptionf the portrait, or inform us of the
gender of the person portrayed.
WyasariMilanesi, 6: 201.LFor Mi chel angel o6s formative years in Gt
of San Marco, see Michaell50 Ir Making &Mdahirgg:; theiydungst i n Ron
Michelangelo(London: National Gallery Publications, 19943-17.
4% or the artistic formation of Bugiardini, see Laura Fagn@taliano Bugiardini(Turin: Umberto
Allemandi& C., 1987), 2124.
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and, in particular, would have studied his mas
melancholic sweetness and an interest in naturalism derived from Flemish Hodé¢lthe

beginning of the sixteenth century, Bugiadini had collaborated closely with Albertinelli, through

whom he gained access to the recent experiments of Fra Bartolommeo and Piero di Cosimo, two

painters profoundly influenced by the style of Leonatdd/inci'*® The encounter with

Al bertinellli mar ked a decisive change in Bugia
Ghirl andai obds works to a greater fluidity in d
colour™’

Bugiardini was a competent portraitist, as is
attested by Vasarandpainted likenesses sfich
important patrons as Francesco Guicciardini and Cardin
Cibo. The works done by Biggdini during the 1510s
demonstrate his technical mastery in the gehee.
Monaca(c. 1516, Figure. 1 3) demonstr a
sensitivity tg and profound understanding, tfie recent

experiments by Leonardo, to whom the work was once

Lwal

attributed, ad by Raphael'® The placement of the sitter
Figure2.13, Giuliano Bugiardinil.a

between two windows overlooking a vast landscape wagd/ignaca Galleria degli Uffizi Florence

motif popularized by Leonardo, but the clear outline and the harmony between the figure and the

| andscape reveal s WMaddalenarbdnbndleiGawda both ndwvanghea el 0 s

Y 1bid., 22.
"According to Vasari, Albertinelli entpaotegs,sed Bugi ar
which Bugiardini completed with diligence and labosge VasasMilanesi,6: 203.
17 FagnottaGiuliano Bugiardinj 27.
18 FagnottaGiuliano Bugiardinj 44-45. While generally accepted as an autograph by Bugiardini, the
portrait is currently given to Ridolfo Ghirlandaio by the Uffizi.
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Palazzo Pittt*® The arti st o6s meticulous attention to d
of the superficial on the other, shows a resemblance to Flemish models filtered through the late

Quiattrocento practice of GhirlanddfS.

e

Bugiardinidéds career as a portraitist flouri

in which Francesco received his earliest training in art. After the death of Albertinelli in 1515,
and Fra Bartolommeo in 1517, Florentine art came wthdeleadership of Andrea del Sarto, who
was already in his maturity. At the time, Ridolfo Ghirlandaio, Franciabigio (who died in 1525),
Bugiardini, Bacchiacca and Puligo shared the market for portraiture. The period also saw the first
Mannerist experimnts of Pontormo and Ros§dMeanwhile, the increasing monumentality of
the portraits produced in Florence reveals a keen interest in the new developments of portraiture
in Rome'*?

There can be no doubt that Bugiardini was well

informed about the latest works of the two leading

portraitists in Rome, Raphael and Sebastiano del Piomi
Commissioned by Cardinal Cibo, Bugiardini produced a
copy of RapXwitheTwd Gardinalfl518,

Uffizi) in the same year that the famous portrait arrived

FIl orence. He repl aced h_ S o ardi nal

Figure2.14, Giuliano Bugiardini,
L . . . Portrait of a Young Womarc. 1525

C.

19bid., 45.

1201hid., 45.

1211pid., 53.

1221pid., 55.

1%y/asariMilanesi, 5: 206207; FagnottaGiuliano Bugiardinj55. Bugi ar di ni 6s copy i s n
Galleria Barberini, Rome.
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Bugiardini painted a portrait of ihelangelo, aged fortgeven in 1522, that was commissioned
by Ottavi afoBugiaedihi udde theiformat oitratto di spallapopularized by
Raph 8mdodlmvitiand Sebastiano deMusicRi andrexpofedaféo t hs c hi
years earlier by Andrea del Sarto in Risrtrait of a SculptoFigure2.9). Bugiardini had
another opportunity to scrutinize the | atest w
portrait, Ottaviano also commissioned Bugiardingdo a portrait of Pope Clement VII and
Niccolo della Magna and provided a likeness of the pope by the Velfétifine influence of
Raphael 6s Roman wo rPortrait of & Yourdg Womae . \1528, Eigut.14),n t h e
databletothe veryyearsem Fr ancesco tr ai nedthioughBigiamginiar di ni &
the young Cecchino must have been exposed to the most recent developtherfisldhof
portraiture both Florentine and Roman.

The exact duration of Famadiceis o@lhermaup pir 8 nt i C
he must have left by October 1526, when Bugiardini was documented in B&bdgathat
time, Baccio Bandinelli (1488560) had just returned from Rortfé.According to Vasari, both

he and Cecchino s o orkshopinEl@enedDeBpiteBdndehki 66 0w

2By g i a rPdrtrait of Blishelangelavas formerly in the Bossi Collection, Genoa. For a black and

white reproduction, see Pagnot&iuliano Bugiardinj fig. 43.

1% yasariMilanesi, 6: 205PagnottaGiuliano Bugiardinj 56.

%Buygiardini 6s stay i n Boelb3d.gHsaresense igBologeawad docymedtadt e d  t ¢
in October 1526, see ChenéyancescdSalviati 1: 17, note35. More recently, Pagnotta proposed that

Bugiardini was probably in Bologna during 152825, sedsiuliano Bugiardinj 59-63. But this date
contradicts the supposed duration of -Feeéarmarescods ap
Vasaacicosunt on Bugiardinidés Bolk@bgnese sojourn, see
127 Bandinelli must have returned to Florence from Rome sometime between 13 July 1526, when he

appointed two Romans to collect the stipend of his Knighthood of Saint Peter, and 22 whegushe

signed a legal agreement in Florence. ISmés Alexander WaldmarBaccio Bandinelli and Art at the

Medici court: a Corpus of Early Modern Sourg&hiladelphia: American Philosophical Society, 20@4),

86, docs. 159 and 160.

12 Gjorgio Vasaris mentionedn a banking recoraf Bandinellidated 12 January 1523ee ibid., 58, doc.

114t fa di 12 di genaio fiorini 2, lire 3.19.4 a Ba
da Andrea G[ijugni Kamarligno al Monte . Wiaarea i i ( Dopo, &gsendoiilal magnifico Ipolito

acconcio Giorgio con Baccio Bandinelli, che ebbe caro avere quell putto appresso di se, ed insegnarigli,

fece tanto, che vi tir, anco Fré@mcesco con molta ut
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significant contributions to draftsmanship, printmaking and sculpture, there is still no published
monograph orthe artist**® Primarily a sculptor, Bandinelli was an excellent and influential
draftsman.The conglerable confusion between the drawings of Bandinelli and Salviati testify

the master 6s e n dpupilf

rBgndineliviat alse a sigeificamtrart éducator. In
his workshop, Francesco obtained the most sophisticated training hre@ied. In addition,
Baccio was a pioneer in the i nst iwadfitsiusedinof t he
reference to the study of art in two engravings designed bgisseili. The earlier of the two,
engraved by Agostino Veneziano, is dated 1531,
master 6s wo RIy fihe print(showsgagnoup of draftsmen, young and old,
gathering around a table to study selstatuettes by candlelightWhile ap u p i | of Bandine
around 15261527, Francesco may have participated is type ofcasual gathering focused on

131

drawing:”" A red-chalk study of a standing female nude by Salviati (Palais des Be#ajx

Lille) datable to 1530 may have been drawn by candlelight after a figurine made by Baridfinelli.

129 Roger WardBaccioBandinelli, 14931560: Drawings from BritishCollections(Cambridge: The
Museum, 1988), 11.
0catherine Monbeig Goguel, AWorkshop Continuity thr
Fr ances c dlasteaDrawinga43 (2006), 321.
131 Francoise Viatte argues convincingly that this kind of informal gathering may have played a significant
role in Bandinelli ds cr elaventaregénmnldes dessns Italiersdom@ IXnt r o d u
Baccio Bandinelli: Dessins, sculpturgminture(Paris: Musée du Louvre, 2011), 33.
132paul JoannidefRaphaeknd his Age: Drawings from the Palais des Beauts, Lille (Paris: Frame,
2002), pp. 20201, cat. no. 57.
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In the first half of the sixteenth century, the

word fAacademyo still e

informal gatherings of men who got together for t
purpose of study and discussiGh.The print
presents Bandinelli 6s

in which beginners and masters practice drawing

together. Purgng art in a way that was worthy of _ .
Figure2.15, Agostino Veneziandhe Academy «

. . . Baccio Bandinelli Engraving afteBandinelld s
the humanists, Bandinelli helped elevated the statgegjgn, 1531, graving

of the visual arts, making them equal to the |
notion of the | earned gent leexmaanmp [ peai n tDeurr ionrgi dihre
second Florentine stay, for instance, he became a member of
the newly established Acc
intellectual pretension and involvement in literary circles
may also have been inspired by Bandinelli, whuesssion
for reading and writing was welinown'**

Bandinelli also used portraiture as a vehicle to-se

aggrandizement. The artist had produlcelf a dozen of

selffportraits in various meq ti me.
SelfPortrait in Boston(Figure2.16) datable to ¢. 1530 not ) o

Figure2.16, Baccio BandinelliSelt

Portrait. c. 1530.Isabella Stewart

Gardner Museum, Boston.
133 Nikolaus Pevsne\cademies of Art: Past and Pres¢New York: DaCapo Press, 1978rst published
in 1940) 41
134 Bandinelli states in hiMemoriale fir at her than wield my chisel, it w
to immortalize my name with my pen, this being a truly congenialibachlep ur sui t 0 .- See Wood

MarsdenRenaissance Sdfortraiture, 142.
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only summari zes the s-cul of the p
courtier, but also sheds light on his skills as a painter
and a portraitist in the period when Cecchino was
apprenticed to hint> Generallyconsidered the only

survivingpainting by Bandinelli, the portrait in the

Isabella Stewart Museum proves that the master was

capable portrait paintéf® The Gardner work was once
Figure2.17, Andrea PiccinelliHoly

attributed to Sebastiano del Piombo, the expert portraiFamily with Infant Saint John the Baptis

and an Angel Sol d &adandors ¢
from Venice, and later associated with Janopidel December 2011.
Conte, who specialized in portrguginting. The portrait is loaded with attributes and emblems.
Dressed in black, Bandinelli proudly displays on his breast the insignia of the Order of Santiago,
which was bestowed on him by Charles V in 23%3Q The artist points to a red chatiodello
showi ng Her cul es & posdibly aneanyp design forehis farGoacpensiant to

Mi chel aDagde| o®ke i nclusion of a drawing, instea

alludestoBandingl6s f ame as a draftsman. diségmoerthers soci at

135 The dating of the portrait remains controversial. The painting is currently dated to about5EB4&t
the Gardner Museum. Joanna Woddisrsden convincingly dates the work to the early 1530s by pointing
out that the drawing included in the portrait probably shows an early design féetti@es and Cacus
group completed in 1534 and the prominent display of the Order of Santigao bestowed on the artist in
15291530, sedRenaissance Seffortraiture, 142.
138 WoodsMarsden Renaissance Seffortraiture, 139. Bandinelli was initially apprenticed to a little
known painter, Girol amo del Buda, before entering F
practiced as a painter, since in the h20s, havas commissioned by Clement VII to freschlartyrdom
of SS. Cosmas and Damiand aMartyrdom of St. Lawrenda the choir of San Lorenzo, Florence. The
artist had produced a presentation drawing foMbaetyrdom of St. Lawrencdat was engraved by
Marcantonio RaymondiThe pope was so impressed by Bandinell i 0:
St. Peter. See Vasavlilanesi, 6: 147; Wood#larsdenRenaissance Seffortraiture, pp. 26061, note 7.
However, the frescoes ditbt seem to have been executed. In 1548, Francesco Salviati competed against
Pontormo for the commission to decorate the choir of San Lorenzo without success. The decoration was
finally completed by Pontormo with the assistance of Bronzino. Sylvie Bé&g Philippe Costamagna
recently rediscovered another painting by Bandinelli in the collections of the Chancellerie des universités,
Sorbonne, Paris, representing the subject of Leda and the Swan, see Francoidawéattére général
des dessins Itans Tome IX: Baccio Bandinelli: Dessins, sculptures, peirfeagis: Musée du Louvre,
2011), pp. 11114, under cat. no. 7.
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emphasizes the sitterds i nSekPorrat (Figue2.l6)isalsoand no
formally innovative. Fullength seated portraits were very rare inftfe half of the sixteenth
century. If it was indeed painted around 1530, the Gardner portrait may have inspired Vasari,
Cecchinobs fellow appr entPioae rian tBaocfc iDautkse SAtl Lledsis
Medici (1534, Galleria degli Uffizi, Firence), which is also rich in symbolism. Cecchino also
produced portraits showing artists with samples of their work, such &sttrait of a Man with
a Female FigurindFigure2.12) and thd>ortrait of a Sculptoin the Musée Fabre. The
juxtapositionof the artist and his creation encourages investigation into the social status of the
artist and thgparagonedebate.

The expul sion of the Medici in 1527 ter mina
Bandinelli, who left Florence fdtucca. The young artist then entered the shop of Raffaello
Piccinelli, called Brescianino (active from 1507, died in Florence in 1545), of whom we know
relatively little*” Raffaello practiced the trade of painting with his brother Andrea, whose work
is better known today. Since the works of the Piccinelli brothers cannot be clearly separated,
examining paintings attributed to Andrea may shed light on the style of his brother Raffaello. The
brothers were from a Brescian family and collaborated on vasitarpieces in Siena, among
which theCoronation of the Virgirf1524) in the Church of SS. Pietro e Paolo is the most
substantial testament to their skills. The style of the Piccinelli brothers was firmly rooted in the
Sienese tradition. Their work, suah theHoly Family with Infant Saint John the Baptist and an
Angel(Figure. 2.17 attributed to Andrea Piccinelshows affinities with the style of Domenico

Beccafumi (14841551), especially the calo'®®

137vasariMilanesi, 7: 9;.CheneyFrancesco Salviatil: 25.
18350t heby 66ldMaster & British Paintings 8 December 201{London: Sothebys, 2011), p. 15.
The Piccinelli brothers certainly knew Beccafumi in person. In 1524, Beccafumi was asked to appraise the
Baptismof Chrispai nt ed by the Brescianini for thte high alt:
BeccafumiMilan: Electa, 1998), pp. 201, note 5; p. 369, no. 15.
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Andrea Brescianinwisitedto Florence in around 1510 and was exposed to the works of
Raphael and Fra Bartolommebeaving Siena in 1525hé brothergstablished themselves
permanentlyin Florence. Andrea was a competent portraitist and
executed several female portraits that sktosprofound influence of
Andrea del Sarto and Domenico Puligo. The RingRogtrait of a
Lady (Figure2.18), for instance, shows a similar palette to Andrea del
S ar Pat@isof a Sculpto(15171520, Figure?.9). Just asAndrea

del Sarto used newatl backgrounds in most of his portrditsm the

late 151040 theearly 1520sso too did Brescianinmcludingsuch

Figure2. 18, Andrea

Piccinelli, Portrait of a Lady works as hi®ortrait of a Ladyin
John Ringling Museum,

Sarasota.

Sarasota and ttfeortrait of a
Young Ladyn the Ashmolean Museum, Oxford. Probably
i nf |l uenc edirl vitly thePatrarchingFsgure
2 10), Piccinelli also all

aspirations by depictingl't

canzoniere A portraitrecedy so | d at New Yorks t
A Woman reading Pe(FigueRlOh o6 S

showsa sitterholdinga volumeopened tolegible pages of

Petr ar c h'®ach'd dse t'Ampr.portéva insegna

Figure2.19, Andrea PiccinelliA Woman
readig Petr ar c h 6.sSold &t
Christieds New, 26

mosse una pellegrina il mio cor vdnre'Because o her face
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http://www.arcadja.com/auctions/en/lot-details/

she bore the sign of L ov% Thee arpiwbdmen behinditheved my
sitter, one on each side. The amghe right is shown full froraly, the other in profile.
Emerging from the dark background, these men are possila gi nary characters ¢
mind. This unique representation of a reader demonstrates Andrea Pitdmedvative
abilities

An apprentice to Raffaello Piccinelli, Cecc
work. The young artist, however, did not seem to have feltsuit in the allusion to Petrarchan
beauty in portraiture. In fact, Francesco painted few female pertrait The sitters of
surviving portraits are exclusively male, exceptthePortraitofaladyy n t he Ch©t eau d ¢

executed during the -a5®).i st os _Ere a0 U T N (1

Moreover, the Brescianini brothers may have functioned as a
to Beccafumi, whose possible influence on Francesco has y\
discussed in detail by Jak KatlAfl. It is generallythoughtthat 4'
being in the workshop of an inconsequential artist like Raffael

Piccinelliddn ot have much i mpact o g AR S styl

Madaonna and Child with Sainis the Museo di Arte Sacra

Figure2.20, Raffaello Piccinelli,
Madonna and Child with Saints
(Figure2.20) dated 1522 provides a good reference for Museo di Arte Sacra, Certaldo.

Raffaell obs style in the 1520s when Cecchino w
portraits of patron@ the lower corneref devotionalpaintings can also be observed in
Francescoo0s-te¥isitationa shé oratory efsSandsiovanni Decollato (BSRome)

-andthePieta(c. 15491 550) i n Santa Maria dell 6Ani ma, Rom

¥9Cchri st i e 66ldMaster Paihtngsk Part Il 26 January 2012 (New Yor k:
3ak Katalan, fADomenico Beccaf uimf lanApoldded9qd®®e sco Sal
17-23.
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The duration of Sal vipatiisd sn ostt aeyx aicnt |Byr eksncoiwanr
accounts of Francescob6s activities between 152
Salviati, Vasari indicates that, after a brief stay in Arezzo, he returned to Florence and entered the
workshop of the paintéBrescianino along with Francesco and their mutual friend Nannoccio da
San Giorgio. But the biographer clearly state
because he felt that heas notiearring much theré?* Meanwhile, Vasari boasts that he and
Salviati made marvellous progress studying together in that period of two years. It seems that the
young artist also started painting independent works around thi$*inrehis autobiography,

Vasari mentions his own earliest commissions, received awltd in his native city Arezzo

during 15271528. He says that he did not return to Florence until 1529 and placed himself with
a goldsmith. There is no mention of being an apprentice in the shop of Bresciabingt. this

time, Cecchinanay havepainted a portrait of Annibal Caro, who was the secretary of Giovanni
della Casa and later became the mediator between Cecchino and Cardinal Alessandrd*Farnese.
This portrait, unfortunately, cannot be traced now.

According to Vasari, Francesco entered the shop of Andrea del Sartel@3@6in
1529 and stayed there during the Siege of Florence (24 October 1628ugust 1530); his
apprenticeship terminated only at the death of the master in SeptembeBy38@.1520s,

Andrea had become tlvaposcuolan Florence, and his workshop was the most active and

important in sixteenlt e nt ury Fl orence prior to that of Vas

“LyvasariMilanesi, 7: 10.
142yasariMilanesi (7: 91 0 ) : appiesso al quale fece Francesco molti quadretti, come quegli che avea
pit bisogno per procacciarsi da poter viveré
3 vasari(Milanesi 7: 7) mentons@ or t r ait by Cecchino executed short!l
wor kshop. Al drsasnaonsder oF rCoencdcih i d,dunfeornetto debMarchi e ilhiteattoo r 1 é
di Lorenzo Lenzi dipinto del Bronzin@Artista 2 (1990): 13, identifies this podit with a likeness of
Anni bal Car o r eletterethmilari i n Stetee ap ceot @ Francepcp Ralviftio st a ma g r
peintre et dessinateur de portraits: une nouvelle attribution pour le Luthiste du Musee Jaefuemarte . 0
Revue du Louvret eles Musees de Franctl (1991)p. 82, no. 23.1f the sitter of this lost early portrait by
Salviati was Annibale Caro, fihust have beepaintedbeforeA n n i bdepaduéedo Rome in 1529.
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A n d r kottefavere of the highest calibre, ahdd eaiier included Pontormo and Rosso.
Toward the end of Sartodés I|ife, his workshop h
including Francesco Salviati, Vasari, and two able portraitists, Pier Francesco Foschi and
Jacopino del Cont#? In his account oFlorentine painting in the first half of the Cinquecento,
David Franklin goes so far as to attribute the
the efforts of his apprenticé®. Francesco Salviati must have participated in the execution of
Sartobés | ast paintings, especially the monumen!:
(Galleria degli Uffizi, Florence) and the Gambassi Altarpiece (Pitti Palace, Florence).
Unfortunately, surprisingly bhopt*tHoeever,the known of
sheer number of paintings and sanctioned repl:.
active involvement of his talented assistafits.

Il ris Cheney believes that Andreads infl uen:

insignificant™*® |

n my opinion, being in Andreab6s shop a
skills as a painteir namely, effective and provocative use of colour. Francesco probably started
experimenting with Mannerisblorito under the supervision of Anel del Sarto. The bleached,

highpi t ched, powdery hues and the pearly sheen o
(datableto 1528 529) <can al so be found in Salviatids e

Roman sojourn such as tAenuncidion at San Francesco a Ripa (c. 18%B2), theMadonna

and Childin Ottawa (c. 1538.538), and th@ortrait of a Man with a Female Figuringigure

YWEoschi 6s ability i n t hedbythedHidPorrdit offn Musicianaréviously e i s d e
attributed to Pontormo and then Rosso. Jacopino del Conte became a specialist in portraiture in Rome.
145 Eranklin, Painting in Renaissance Florencet7.
14 Monographs on Sarto by S. J. Freedberg (1963)Jahd Shearman (1965) give little information on the
masterdés workshop practice and his pupilsdé involven
147 Andrea del Sarto executed over a hundred paintings in about twenty years and there were numerous
replicas and derivations procked in his workshop. See Franklfainting in Renaissandélorence 127.
148 CheneyFrancesco Salviafil: 29.
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1.12). Butstrikingly different from the sofsfumatoo f Sart obés | ate style, Sa
first Roman period appear hard and sculptural.

Sartobs | at e p ecalledPatiait of g Pretatg(Eigurea24), atsdhh e s o
offered formal inspiration to his pupils. The composition of the painting is closely replicated in
Jacopi no Rbrrditof@ Man(Figure?.22) datble to 153a1537. Both portraits show
the subject turning his head toward the viewer, while his body is facing left. The similarities in
the sittersd costumes also indicate that these
simple but perfetly tailored outfits
were popular in Florence during
1520s and early 1536%. The
turning pose and the neutral green
background of Sal
resurface in one|j

surviving likenesses plausibly

Figure2.21, Andrea del Sarto,
Portrait of a Prelate
of a Man with a Female Figurine  Metropolitan Museum of Art,
New York.

assigned to around 1538, tRertrait

Figure2.22, Jacopino del Conte
Portrait of a Man c. 15301537
(Figure2.12), which shows the Philadelphia Museum of Art
Philadelohia

subject holding a female figurine in place of a book.

2.3Roman Portraiture in the First Three Decades of the Sixteenth Century

The influence of earlier Roman portraits on Cecchino has been alluded to by Costamagna.
The works of Raphael and Sebastiano del Piombo, as wadrxaitsby Parmigianino and Rosso

executed before the Sack of Rome in 1527, are all considered to beanspi ons f or Sal vi

149See the entry by Carl Brandon Strehik&ienaissance in Florenceat. no. 56, p. 182.
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type of emblematic portraituf@® But Costamagnaoes not illustrate his observations with
concrete examples. A detailed examinatio€eéchin@ s portraits in relati ol
works will shed light on his evolution agartraitist.

Sixteenthcentury Florentine portraiture evolved from a wedtablished local tradition,
represented by the works Bilippo Lippi, Antonio Pollaiuolo, Sandro Botticelli, and Domenico
Ghirlandaio. Rome, on the contrary, did not hawe roticeable work in the genre before the
arrival of Raphael in 1508, with tSxuslé¥witbepti on
his Nephews and his Librarian Platii{a475) formerly in the Vatican LibraryWhenSixtus IV
hadwanted to decate the walls of the Sistine Chapel in #aly 1480sa group oflorentine
painters including Cosimo Rosselli, Sandro Botticelli, Pietro Perugino, and Domenico
Ghirlandaiowascalled to Rome®" In the chapel, they executadresco cycle representitige
life of Moses and the life of Christ, as well as a series of posthumous portraits of popes enshrined
in fictive niches in the upper register of the wafis.Numerous portraits of contemporaries of
Sixtus IV as well asrtistself-portraits were inserted into the biblicenesmaking the
historical events appear astiey weretaking place athe present time™>® Thesecarefuly
executed likenesses of contemporaries demonstrateddhantine artistsvereskillful

portrdtists andthis practice was also well manifest in Rome

%0 philippeCostamagnai | | r pmFaabhcesao Sa&bl6v3i,atoi,, Lla51blkI| | a mani e
Villa Medi €i9, ma%d zgpe n rnaPidaB , Par i gi29giuyho $988ed.G1M. Louvr e,
Goguel(Milano: Electa, 1998 49.
151 Although nonFlorentine by birth, Perugino had been trainei n Ver rocchi o06s wor kshory
a painter in Florence, see Arnold Nesselrath, fiThe
Pope Si xt us theFifteenth GeturyeFregcoes in the Sistine Chapel: Recent Restorations of
the Vatican Museums, Volume,l¥d. Jorge Maria Cardinal Mejia, et al (Rome: Edizioni Musei Vaticani,
2003), 39.
*2hid., 48.
*31bid., 63.
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We have little knowledge of autonomous portraits in the Eternal City before the arrival of
Raphaein 1508and Sebastiano del Piomlo1511. The lattelbrought with him the latestyle
in Venice andplayed an important role in the artistic exchange betwleenities Although the
first independent portrait of the masnhinentperson in Rome, the pope, was not painted until
aroundl5114 2 Raphael 6s ear | yimpBrtamfarmatsgoolikenessesdf s pr o vi
the personnel at the Curia. TRertrait of a Cardinal(Figure2. 23) demonstrates Ra,
continuous experimeationwith the pyramidal composition, which he first exhibited in
Florence®™ The neutral background of the portmit so dat es back to the ar
Florenceandi s a motif generally shared.by Raphael 6s
The pyramidal composition of tHeortrait of a Cardinal
(Figure2.23) became the model for subsequent likenesses of
cardinals, such as Sebaatio G@asdinal Ferry Carondolet and
Two SecretarieandCardinal Antonio del Monten Dublin.

Francesco Salviati also applied this format toRustrait of

Cardinal Rodolfo Pio da Cargc. 15491550). Then Rap h [

canonicalJulius Il of 1511512 served as the compositional Figure2.23, Raphael,

. . Portrait of a Cardinal
prototype for portraits of later Renaissance popedact, hese  15101511. Prado Museur

Madrid.
influential portraits by Raphael and Sebastiano rapidly ptech

Rome as the leading centre for the development of the genre.

%Roger Jones and Nicholas PenRgphae(New Haven: Yale University Press, 1983), 155.
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For somewhat more than a decatthe Roman market for portraits was dominated by
Raphael and Sebastiano del Piombo, whose rivalry resulted in many masterpieces and testifies to
their mutualdebt. To begin this section, a number of general remarks may be rBathastiano
del P i wothschildMasicidna n d R a Pantraitof Bihdo Altoviti (c. 15121515, Figure
22)bot h expl ored t he tCarondoletnijatep aseries of exgeramerdss t i a n o ¢
with group portragf r om whi ¢ h e mleo X witd TWR @gudmalsin ltuénshe
| at Foznarihaswas perhapgiparta r esponse t o tGhleithdBaskett i ands Be
Both Raphael and Sebastiano expressed their
Roman experiences through greater
monumentality in their pol
association with Micklangelo also impacted

his portraits, which became increasingly

sculptural and abstract in style.

Figure2.25,Francesco
Salviati, SelfPortrait,
detail of theTriumph of

Figur62.24, Raphael?ortrait Camillus Palazzo Vecchir

Once believed to be a sgibrtrait of

of Bindo Altoviti c. 1512 Florence. Raphael, théortrait of Bindo Altoviti (Figure
1515 Nati_onal Gallery of
Art. Washinaton. D). C. 2.24) showshe protagonist turning from

behind to greet us over his shouldf& The turning pose is related to thigatto di spallathat
was invented by Leonardo dari¢i and later developed by Giorgiol&.Raphael employed the
pose in hisSchool of Athenim the Stanza della Segnatura, and later utilized it in his independent

portraits*®’ Jodi Cranston discusses the turning pose in relatigraa, a concept ofertral

™asari mentpioons aBitnd m6 Ra p-Mimmesi, @351y Fot he peert Vashaoés +
as a selimage of Raphael, sézavid Brown and Jane van NimmeRaphael & the Beautiful Banker :the
Story of the Bindo Altoviti PortraifNew Haven: Yale University Presc2005), 5.
jodiCr anston, fDe&litr e and Gravitas
157 Brown and NimmenRaphael& the Beautiful Bankerl8.
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i mportance to RapfAhké 6suphcet oalind ownmpedcts Bin
to the representations of ideal beauties, rather than to the tradition of the authoritative male
portraiture™® Theritratto di spallabecame an increasirygbopular type in Central ltaly during
the second decade of the Ci n dusciadcnlbibdl518ai8 e x e mp
the Rothschild Collection, and the-salledPortrait of a Sculpto(c. 15171520, Figure2.9) by
Andrea del Sarté® Saiati must havénown portraits of this typ@she depictedhesitter in a
similar pose in one of his earliest surviving likenessesPtr&ait of a Man holding a Figurine
(c. 1538, Figure.12). Salviati enhanathe sense of intimacy between the sitter and the viewer
through the application of the turning paseombination with the outward glancé few years
later,r haps as a del i b eauterittratointie Scaoplef AthenC&ehmdr ael 6 s
inseated a seHportrait (Figure2.25, c. 15431545) seen from the shoulder as a signature to his
famous fresco cycle in the Palazzo Vecchio.

In the first half of theseconddecade Raphael explored
the concept of the contemplative writerhiis Portrait of Fedra

Inghirami (Figure2.26). The prefect to the Vatican library is

shown at his writing desk looking upward momentarily as if

searching for words to express his thouglRaphael secularized
the motif of divinely inspired gospel writeras exemplified in
Bot t i Sa@tlAugustingn the church of Ognissanti in

Florence which the artist must have seen during his sojourn inFigure2.26, RaphaelFedra

_ _ _ o Inghirami. Palazzo Pitti,
the city.®* The Inghirami portrait is oftecompared to Florence.

P8CranstoniDesi re anmiglZBr avit as
*pid., 121.
180 Michael Hirst,Sebastiano del Piomh@xford: Clarendon Press, 1981), 100.
181 JohnShearmanQOnly Connect : Art and the Spectator in the Italian RenaisséPieceton, N.J.:
Princeton University Press, 1992), 131.
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Sebast i an o Patri of Gardinatirero €arondlet with twoSecretariegFigure
2.27). Both artistauseda writing desko separate the viewer from the pictorial space of the
sitters, whoare either interrupted from or merely canggating the task of writind®?> Raphael,
however, isolated his protagonist from the company of

others.

Pai nted shortly afte rrival
Rome the Portrait of Cardinal Ferry Carondet and
Two SecretariefFigure2.27) demonstr at
innovative approach to portraiture. The early date o

the painting (c. 1531512) is reflected in the

Giorgionesque landscape in the backgrouGerdinal

Ferry Carondelethe main figure of the triplportrait,
hadserved as the procurator for Margaret of Austria =t
Figure2.27, Sebastiano del PiombBortrait

the court of Julius Il in Bologna from the fall of 15100f Cardinal Ferry Carondelet and Two
Secretaries ¢. 15111512 Museo Thyssen

Bornemisza, Madrid
and went to Rome at the end ahg 1511 as a

representative of the Emperor Maximilian. The portrait shows the cardinal as a successful
diplomat at work, accompanied by his secretary and page. The work is exceptional in its
inclusion of narrative elements, which may have been sugdegtbe sitter himself to

emphasize his northern connections through references to the Flemish tfatlifiba.idea of

group portrait is | at er Cadng Banliare Three GomBamibna st i an o
(Figure2.28)as wel | danouBLaXwatretwodCardinals
1°21hid., 159.

%3irst, Sebastiano del Piomb88; Sebastiano del Piombo: 148%47, ed. Claudio Strinati (Milan: F.
Motta, 2008), cat. no. 18, p. 136.
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TheCardinal Bandinello Sauli and
Three Companion@-igure2.28), sighed and
dated 1516 in the lower right cornér the
largest and most ambitiop®rtraitsSebastiano

ever produced. The scale of the work is

unprecedented in Roman portraitdité. PR ’ % mﬁ%@_g‘g&g -

Cardinal Sauli is shown seated next to a table
Figure2.28, Sebastiano del PiombGardinal

Bandinello Sauli and Three Companiorib16

with a book opened to a geographiastration  ytional Gallery of Art, Washington, D.C.

and a hand bell inscribed witiisname. There are three other figures in the pictthre one at

the extreme left seems to be uttering some message to his master, while the other two appear to
be in conversation. Based on comparison wittesimthcentury engravings, the man pointing
upward with his finger has been identified as Paolo Giovio, and his companion, Giovanni Maria
Cattaned®® The multifigure portrait was a major development in Rome in the early sixteenth
century Francesc@&alviatimust have known this type of portrdiut he seems never to have

used the format.

164Josephine Jungil, AP phecies of the Angelic Pasto

ro

Bandinell o Saulii and Thr elRropetcrRpraennithe Rligh,Rénaissancee d . M. R
Period (Oxford: Claremlon Press, 1992), 345.

%Michael Hirst first suggested Paolo Giovio as a possible candidate for the man pointing upward in the
Washington portrajiSebastiano del Piombh89. SeealsCch ar | es Davi s, iuUn appunto
Pi ombo r Mitteiluagen desKursthistorischen Institutes in Flore641982): 38388. Relating

the portrait to Cardinal Saul i ds Juwvgithstthareqques n t he
painting alludes to the cattdéendbéshfmtet PRashEel | me Pt
points out LéoKavith TWoaCartireedled rosed as a vi sual response to
picture, presenting the reigning pontiff as the real Angelic PastBrr opheci es o®B46&ngel i c P
370.Jungi i 6s thesis, however , xebabastiamoael PidmbannowBdi ver sal |
p. 170.
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In thePortrait of Baldassare Castigliong. 1515-1516, Louvre, Paris), Raphaabt only
used the pyramidal composition, but aésglored the notion df h eomriunicative portrait'®®
Turning to face the viewer almost frontally, C
The i mmediacy of the sitterbds presence is high
between the portrayed and the intended viewer is reflact@goem written by Castiglione
himself in the voice of his wife, who speaks to it as if
to her husband and imagines its respdfisén
contrast to the artisto rary po

executed on panel, the Louvre painting was executg

on canvas manted on wood®® The application of

paint is more | iberal t - o ’ t
Figure2.29, RaphaelAndrea Navagero and

L Agostino Beazzanac. 1516 Galleria Doria
some areas, the canvas support is visible. Raphaepamppii,

paid special attenti on t o inithtedwith eisbdushttheon of t he
textures of fuand velvet®®

The involvement of the viewer bames essential in th®ouble Portrait ofAndrea
Navagero and Agostino Beazzgiigure2.29). Executed shortly before Navagero left Rome for

Venice in 1516the picturevas probably commissioned as a k& for their mutual friend

%6 Tom Henry and Paul Joannides propose a later date (1519) for the Louvre portrait. But their argument is
not entirely convincing, seleate RaphaelMadrid: Museo Nacional del Prado, 2012), cat. no. 81, pp- 292
296.
%730nes and PennRaphael 162.
1%8Technical examinations performed on the painting in 1975 and 1979 proved that it has not been cut at the
bottom. For a detaileititerpretation on the results of the scientifie st s, see John Shear mar
de Bal dassar e Ca sRevugduLoovn2e (19¥®):r261H@ [ eautHor,algo states that
Raphael utilized a double support for the portrait, which he executed on a canvas mounted on wood.
*Ibid., 162.
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Pietro Bembo, in whose house in Paduaas displayed around 1536. The structured intimacy

between the viewer and the sitters is demonstrated in the outward glances of the twaingnds

the portrait isonly made completby the presence @fspectatot’* Raphael 6s doubl e pc

formatasa friendship portrait was unique at the time inRoanedp r e d at e s PBroaitt or mo 6 s

of Two Frienddy several year&. 15231524, Cini Collection, Venice). The sittensthe

Pontomo portrait were the artistbds close friends

theme of friendship is made explicit by tinscription on the papdreld out by the man on the

l eft, displ ayi ng DaAmiita'sRaphael réturnetnthefaormaeforo 6 s

another friendship portrait towards the end of his career, thalBaRaphael and his Fencing

Master(c. 15191520,

Louvre, Paris).
Sebastia

portraiturein the second

half of the 1510s is

characterized bgn

increasingly larger scale

and conceptual grandeur

betrayng the influence

. . . Figure2.31, Francesco Salviaortrait
Figure2.30, Sebastiano del Piombo, ofa Man 15391540 National

of Michelangelo.His Portrait of a Humanist 1520 National
Gallery of Art, Washington, D.C.

Museum of Western Art, Tokyo.

Young Mar(c, 1514

170 shearman@nly Connect132. Theportrait was later given as a gift to Beazzano in 1588,Jones and
PennyRaphael 162, Renaissance Faces: Van Eyck to Tifiads. Lorne Campbell et. dLondon:
National Gallery Company, 2008), cat. no. 41, pp.-164.
"L Shearman@nly Connectl134.
172 Elizabeth CroppetRontormo: Portrait of a Halberdier Los Angeles: J. Paul Getty Museum, 1997, 17;
Renaissance Faces, cab. 44, pp. 172173.
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1515)in Budapest x ¢ e e d s JRlagllinasizel adds hisfirst attempttoextendt he si tt er 6
body beyond the traditional hd#ingth format:’® The portrait isalsounprecedented in its

abstract rendering of the body of the sitférThe same tendency to simplifyagainapparent in

his Cardinal Antonio del Mont@ Dublin, whereeven the landscape shown through the window

is flattened into abstract patterfS. The artist concluded the second decade wittPthtrait of a
Humanist(Figure2.30) in Washingtontentatively identified as Marcantonio Flaminio, who was

in Rome in 1519’® In an innovative formate, he shown standinthres-quarter lengttmext to a

table, on which various attributes of his intellectual pitssare displayed.The massive form of

the scholardominatng the pictorial spageonveys a monumentality that Sebastiafuother

experimengdwith in the mid1520s. Francesco Salviati must have seen either the Washington

painting or portraits executed in this format, which he applied to the

Portrait of a Man(Figure2.31) during his Venean sojourn (1539
1541).

Michael Hirstsingles out the period between late 1524 and
the Sack of Rome in 1527 as { e ative

career as a portraitist’ Foursurvivingportraits from that period

constitut e estachievamerits insttie gere: fhetrg h

A -

Aretinoin Arezzo, theAntonfrancesco degli Albiziri Houston, the
Figure2.32, Sebastiano del
Piombo,Andrea Doria c. 1526

Andrea Doria(Figure2.32) in Romeand theClement Vliin Galleria Doria Pamphili.

WCostanza Barbieri 6 PdragenbS3csipted RamtingssPra®®rrawgah tlsmages, o
Sebastiano del Piombo: 148%47, ed. Claudio Strina{Milan: F. Motta, 2008)53.
74 Hirst, Sebastiano del Piomb&01.
7% |bid.
7% bid., 102;Sebastiano del Piombaoat. no. 36p. 186.
"Hirst, Sebastiano del Piomb#1.
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Naples'’® Desiring to emulate the austerity of classical sculpture, Sebastiano employed a sober
palette to imitate the quality of marble. The artist amplified his subjects with drapery and
dramatized their presence by eloquent gestures, such as the pointingfiiagdrea Doria and
the outflung hand of Albizzi. The massive forms of the portrayed appear almost tangible.
Sebastianod6s subjects gaze directly 'Bffhet he vie
portrait of Pietro Aretinpnowin a poor statef preservationis generally accepted as the original
by Sebastiano that was praised B% hwasaartii sitnd sa
enthusiasm for Roman antiquity is demonstrated in thedda$ included in the foreground of
the portrai of Andrea Doria. The exact meanings of the maritime symbols remain to be decoded,
but they are very I|likely emblems of the subjec
commandet?

A favorite of Pope Clement VII, Sebastiano succeeded &dats the papal portraitist.
Painted last in the sequence, the poriraNaplesof the beardless Clement VII probably
remained undelivered in Sebastianaldlisslist udi o du
Clement is represented in a thigpgarterlength seated posbut Sebastiano reduced the
description of textures to the minimum. The pope does not wear any rings, and his garments are
almost abstract. Theontrapposto f Cl ement 6s head and body al so
Mi c hel aQuti @aln@6 s eidt hvee dMecd i c i Chapel . The borrow
Florentine origins as well as his Medici lineage. Although universally praised by contemporaries,
these paintingby Sebastiano at the height of his career as a portragrsinot widely imitated

by sixteentkcentury artists.

El i zabeth Howarddés research on t he pidentficatioraohce of t
thesitterwi t h Antonfrancesco degli Albizzi, see fAiNew Evi
Sebasti an o Bdaledton Magazimd30 (1988): 45#459.
"%Hirst, Sebastiano del Piomba04.
180T he letter is translateidto English and partly quoted Bebastiano del Piombaoat. no. 48.
8l Barbieri,iSebasti anoParagoR® r3@.ai t s i n
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Datable to the period immediately after the Sack
the Portrait of Baccio Valori(Figure2.33) is one of
Sebast i anporidagspamnied on slagesa support he
started to use after his appointment asRitoenbatoreand
which mayhavebeen hisresponse to thparagonedebate

between sculpture and paintiffg. Using a more durable

support, Sebastiano may haheisattempted to rival Figure2.33, Sebastiano del Piombo

) ) ) ) . . Portrait of Baccio Valori c. 1531
sculpture with his painted portraif§. The practice of using Palazzo Pitti, Florence.

stoneas the support of portraits was soon adopted by other Géatrah artists including
Francesco Salviati.

In 1524 anotherprolific and influentialportraitist,
Francesco Mazzold5031540) calledParmigianino, arrived
in Rome,advertisng his skills through th presentation of the
Selfportrait in a Convex Mirror(Figure2.34) to Clement

VII. *# During hisshortlife, this native of Parmaroduced

numerous painted likenesses as well as portrait drawings. Figure2.34, ParmigianinoSeltPortrait

. L in a Convex Mirror Kunsthistorisches
The influence of Parmigianinan the development of Museum, Vienna.

182 irst, Sebastiano del Piomba13.

BChristiane J. Hessier, PibDmboMan Pon t3laatte of SBma<tii

the Younger 6s SlpRipesodSource?5 (B0OE6):d&8A. ni 6 s

184 salviati almost certainly knew this portrait which Clement VIl gave to Pietro Aretino, who apparently

took it to Venice. Cecchinomdyave seen it in Aretinob6s a{®sd)t ment d

see chap. 3, p. 85The portrait later passed to Valerio Vicentino, then belonged to Alessandro Vittoria.

Salviati framed hi®ortrait of a Youth with a Doécat. no. 6) with arlongated hand in the lower left

corner, probably imitating Parmigianinobdés famous po
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Sal viati 0 dasm
long been recognized by ar
historians'®®

Five portraits by
Parmigianino are datable to
his Romarsojourn between

1524 and 152 hePortrait

of Lorenzo CibdStatens

Figure2.36 Francesco Salviati,

Portrait of a Sculptor c. 1558
Museum for Kunst, Man. BorgheseSallery, Rome. 1563. 0l on stone Musée Fabre,

Montpellier.
Copenhagen), theortrait of a Man with a Petrarchin{Private Collection), th@ortrait of a

Figure2.35, Parmigianind?ortrait of a

Bearded Manwith a PetrarchingPrivate Collection), th@ortrait of a Man(Figure2.35,

Galleria Borghese, Rome) aRartrait of Niccolo VespucdiNiedersachsisches Landes gallerie,
Hannover)*® It is possible that Francesco Salviati had setdeassome of these works during

his lengthy stay in Rome (15315 3 9 ) . Catherine Go®otemitofddas comp
Sculptor(Figure2.36) t o P a r npictgre in theBdrghesebofiection(Figure2.35), and

theformer® PBortrait of Pier Luigi Fanesg(Palazzo Reale, Naples)ttoh e ¢ Partrdit efr 6

parmi gi aninods style was also widely diffused thrce
1524 and 1525, Parmigianino started to publistdiesigns through prints. Collaborating with Gian
Giacomo Caraglio, the Parmese artist published four engravings, the Martyrdom of St. Paul and the
Condemnation of St. Peter, the Marriage of the Virgin, the Adoration of Shepherds and the Diogene
Salviat may have seen these during his lengthy sojournin RBneer t he reproducti on of
designs in prints, see Massi mdarikigianigotradotio: L& Breumami gi ani
di Francesco Mazzola nelle stampe di riproduzioe fri | Ci n q u e c eeaud. MasemolMassinit o c e nt
and Graia Maria De Rubeis (Milan: SilvanaEditoriale Spa, 2003%, 15, Achi m Gnann, A@APar mi
g r a f iParmigianinone il manierismo europeed.Lucia Fornari Schianchi and Sylvia Ferino Pagd
(Milan: Silvana Editoriale Spa, 2003),-83.
% David EkserdjianParmigianino(New Haven: Yale University Press, 2006), 13%7. ThePortrait of
Lorenzo Cibd s me nt i o n kifé of Parmigianirs) aee VadasMilanesi, 5: 224.
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Niccold Vespucdn Hannover®” Certainly, hesombre palette and the neutral greyish
background of the Borghese pictamecomparablet® al vi ati 6s portraiture a

Florentine sojourn1(5431548).

BCatherine Monbeig Goguel, fAPortrait et Dessin, ent
FrancescoRS8é&heil atliegoi Spadkobiercy. Portret Klasycn
Materialy SesjiNaukowgj eds. T. J. tuchd&wgKiorarRd SWassniian wdu dJ.
Mikolaja Kopernika, 2003), 323.
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Chapter 3

Francesco Salviati in and out of Rome (1531543)

3.1 Salviati in PostSack Rome

Al t hough Fl orentine in origin, Francesco de
cultural orientation. Having trained in the workshops of various Floremasters, including
Baccio Bandinelli and Andrea dal Sarto, Francesco emerged as a promisiggaytistat the
beginning of the 1530sHowever, therareno surviving works by Salviati that can be securely
dated to his formative years in Florence. Instead, the paintings that the artist completed during his
first Roman sojourn, such as thanuncidion in San Francesco a Ripa and Yfisitationin the
Oratory of San Giovanni Decollato, have to serve as references for his early style. This chapter
aims to examine Francescobs activities as a po
Rome, ad 1543, when he concluded his second stay in the city. In the interval between the
artistds two sojourns in Rome, he returned bri
Venice through Bologna. On his way back to Rome, he also visited Veronasandalyttwo
major cities in north Italy.

The first part of this chaptgdacesC e ¢ ¢ h eanty @aves in the context of posBack
Rome and the community of tfgorusciti, t o whi ch the artistodos il lus
Salviati belongd Fr a rarty pastibdéawings wilhlsobe examined in relation to the
homao-erotic culture popular among the Florentine elite in Rome T h ePor&ait bfia B1ano s
holding a Figuring(Figure 2.12) will bediscussed as a response toghmgonedebate and
compared to contemporary portraits with sculptural contértie. second section focuses on

Sal vioarttihdsl t al i an journey, highlighting the inf

57



Florentine in Bologna. | will also propose Anton Francesco Doni assibpmsandidate for the
subject of the only surviving independent port
five portraitsevidentlyexecuted by Salviati in Rome after he returned from Venice will be
studied in detailo shed light ontheegtnt t o whi ch the artistdéds Vene
influenced his output in the genre.

Early in the sixteenth century, Rohadbe@me the artistic center of the Renaissance
under the cultural policies of Julius Il (144513). He summonedhe besarchitects, painters
and sculptors in Italy, such as Bramante, Raphael and Michelatm#ie Eternal City. And
during his reignhecommissioned a humber extremelyambitious projectsmost prominent of
which werehis sculptural tomb and the Siggin Ch a p e | by Miche3aazednel o and
order to revive the architectural splendours of ancient Rome and reshape the city according to his
political and economic agendas, Julius Il also funded a grand program of renovating the Vatican,
includingt he construction of the Cortile del Bel ved
Basilica, both under Donato Bramantef6s supervi
streets, the Via Giulia, on which he planned to erect the Hall of Justt&heiia della
Lungar a. D u-yearmantifidaie,lthe artistic €enterénntdigd effectivelyshifted
from Florence to Romeand Julius himseis normally credited with initiating the Italian High
Renaissance®®

Julius 11 6s prealfled ssastocoemedely aesthetic;at declargdlhie wish
to compare the grandeur and authority of Julian Rome with that of the ancient Ehpisea

patron, Julius himself actively directed the efforts of creativitRome, and his imperial

see Fr ed elignumkVitad m MediParadisi t he Stanza dO6EIliodoro and
Art Bulletin32 (1950): 115. By juxtaposing the pitiable artistic state ofJptan Rome to the sudden
flourishing of the High Renaissance in the city during %833, Hartt emphasizes the significance of
Juliusds patronage in thecadevel opment of the Roman
189Sydney Freedberdpainting in Italy 15001600(New York: Penguin Books, 1971), 16.
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ambitions inspired innovative works marked by novelty of imagery, program and®cale.

Praised for his ability to recognize artistic talents, Julius chose those who were capable of
creating a new monumentality through assimilatbthe antique styl®* J ul i us 6 s
encouragement of the classical style is generally considered the preparation for the climax of the
High Renaissance under Led"X.

Giovanni d e 452M wak ielected pope 4 M&rch 1513 and chose the name
Leo X. Hewas the first Florentine pope. Leo X continued the decoration of the V&maze
started by his predecessor and entrusted his major artistic projects, such as the Sistine Tapestries,
the Logge and the Sala di Costantino, to Raphael (and hisworkdfi@gohy of t he mast er
collaborators were not merely assistants but talented artists who were soon encouraged to develop
their own styles within the framework of group projecidter the death oRaphaein 152Q a
number of artists frorthe mastéy s  shoprwent on to pursue independent caréschiding
Giulio Romano, Giovanni Francesco Penni, Perino del Vaga and Polidoro da Caravaggio.

After the brief pontificate of-1584wasan VI, C
elected pope and took the naofeClement VII. The new pontiff immediately resumed the works
commissioned by his cousin L&6.C| ement 6s el ecti on was in fact
enthusiasm by artists and literati who anticipated a new Medicean Golden Age similar to that

under Le X.*** Clement was reputed to have been a discerning and generous patron during the

9pid.

YIMarcia Hall, @The -1HS JunAriRte Genters of taenltalian, RerfkiSsAnge: Rome
ed.,Marcia Hall(New York: Cambridge University Presz)05): 119.

¥%FreedbergPainting in Italy, 17.

193 Marcia Hall, After RaphaelPainting in Central Italy in theSixteenthCentury(Cambridge: Cambridge

University Press]1999,6 9 . For the changes in the program of th
reign and their significance, spage24.

Mi chelangelods letter of 25 November 1523 is freql
greeted the election of a secbMedici pope, seAndré ChastelThe Sack of Rome, 158rinceton:

Princeton University Press, 198350;Sheryl EReissfi Adr i an VI, Clendat VII, and
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time of his cardinalate. He had previously commissioned work from thediesartists of the
time, including Baccio Bandinelli, Michelangelo, Sebastiano del Piombd)degGiulio
Romano and Giovanni da Udine. And despite the lack of sufficient funds for lavish favours, the
pontiff maintained friendly relations with a number of famous men of letters, siRibtes
Aretino, Pietro BemboFrancesco BernDesideriugErasmusAgnolo Firenzuola, Paolo Giovio,
Francescdsuicciardini,Niccolo Machiavelli,Jacopdsannazarcand Marco Girolam&/ida.*®
Many young artists, such as Rosso, Parmigianino and Raffaello da Montelupo, flocked to Rome
seeking patronage from the neape®® Limited, however, by the empty coffers left by Leo and
thenseverelyhampered by the disaster in 1527, Clement disappointed the great expectations of
the artists and men of learniffy. Instead, Clement devoted his resources and energy to
Michelangegp 6 s pr oj ect s at San Lorenzo in Florence,
beneficiary of papal patronag¥€.

Because of the absence of papal commissions, many artists including Parmigianino,

Perino del Vaga and Rosso, made a living by submitting desigmsitmakers® Thus, prints

based on original designs emerged as a new genre, and proliferated in the period between 1524

Pontificate of Clement VII: History, Politics, and Cultuesls.Kenneth Gouwens and 8tyl E. Reiss
(Burlington: Ashgate, 2005359-360.

195 For a more elaborate accounton Clemémt| 6s r el ati onshi budwigPastorTheen of | e
History of thePopes, from th€lose of theMiddle Ages 40 vols. London, Routledge and K. Pall894

1961),10: 334-345.

ReissA Adrian VI, Cle3®nt VII, and Art, o

¥ChastelSack of Romd,50151 Theauthorr gues that the new pontiffods

el
significant moment. Emphasizing the cultural significance optee&sac k peri od of Cl ement
r

0
aut hor points out that a number Pwdeddllawplgarlihgaand | i t er a
Firenzuol a 6 Bhe Galdanmssheeetwiittennduriod those years.
8 During the first yearsof Cleennt 6s ponti fi cate, he gave generous fi
projects in Florence. Itis in his relationship with Michelangelo that the pope demonstrated himself as a
wel-i nf or med, active and gener ous YlaahdMchelangel&agne Wi | | i a

Anat omy of inFhePaontificate gf €lement VII: History, Politics, and Cultugds.Kenneth
Gouwens and Sheryl E. Reiss (Burlington: Ashgate, 2005}1989
YHal,bi The Hi gh d6&2nMajospsinimakers activa Rome during the first years of
Clement 6s pontificate were Marcantoni o Raimondi, Ja
of printmaking in the period, see Chasthck of Rome,59163; Hall,After Raphael89-91;idem,i T h e
High Renaissance 166-168.
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and 15 2 7LaborskRfdsresuleghes scandalousmodiseries designed by Giulio Romano,
and the more elegahbves of the Godsy Rosso and Perino del Vaga, were all products of the
pre-Sack Clementine Rome. Even the pope himself is reported to have been a supporter and an
acute connoisseur of graphic &ft.
Art in preSack Clementine Romeascharacterized by experimentation and
polarization?®* Painting in Rome during the p@ack years can be categorized into three groups:
the facade decoratios| | 6 &yPblidaroathe art for a sophisticated clientele produced by
Perino del VagaRarmigianino, Rosso and Giulio Romano; amel dustere religious paintings for
more conservative clients by Sebastiano del Piofftb®he communitycomposed of these
young artist§rom various backgroundacluding Rosso, Parmigianino, Perino and Polidoro,
greatlyenlivened Clementine Rome. Althdu@lement did not give them any major
commissions, he encouraged the forming of this group in order to stimulate exchange and
competition?® and t is usually believed that the charm and sensuality commonito the
contemporary works reflect the taste of the reigning ptpe.
Clementds inability to deal with the spread
power between France and Charles V resulted in the Sack of Rome on 7 May 1527. After the
imperialtroop6 entrance into the Eternal City, the po

the nonimperialist cardinals, the ambassadors, the members of the Curia, as well as a throng of

20|n theLife of Marcantonio RaimongdWVasari(Milanesi 5: 418419) flatters Clement VII by recounting
his expert judgmentfa drawing of Bacci®andinelli and its engraved copy by Marcantonio. See also
Chastel Sack of Roméd,60.
2lall, After Raphae) 80.
2Hal,f The Hi gh R&nai ssance, 0
23Chastel Sack of Romd,64.
24 This idea is questioned by Reiss who points out that the style of the devotional pictures owned and used
dailyby Cl ement contradict ed propoded loy&habigeeft Aicer ifaCil eMre,nt i n e
Clement VI3, and Art, o
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men, women and childréf The city was pillaged, the Vatican vandalized @tmiirch

documents burned® The imperial troops plundered churches and houses alike and set fire

everywhere. Nuns were raped, altars desecrated, relics stolen and people tortured and murdered.
Numerous literary reports by witnesses of the disasterm us of the bleak detaif&’

Artists such as Benvenuto Cellini, Raffaello da Montelupo and Sebastiano del Piombo were

among the occupants of the fortress during the Sack. Both Cellini and Raffaello manned the

artillery on t hefotaralsosewedte etvelsdfrthg papab tiarastinto the

linings of Clementds cl ot®hAmmberofattdisstfferéde coul d

various maltreatments during the Sack. Maturino was killed, Rosso was forced to work as a

labourer, Priuzzi and Perino were given commissions to paint, and Parmigianino was

miraculously undisturbe®® The soldiers occupied Rome for about nine months and only

departed in February 1528, leaving the city a ruin. Surviving artists deserted the city and found

patronage elsewhere. Perino del Vaga went to Genoa; Parmigianino escaped to Bologha, where

he stayed for about three years, and returned to Parma; Polidoro fled to Naples &nd then

Messina; Rosso found refuge in S. Sepolcro and eventually ended ugamnEbleau. Venice

became a haven to a number of important artists and literati, such as Jacopo Sansovino, Aretino,

205 pastor History of thePopes9: 394; ChastelSack of Rome2. About three thousand people took
refuge in the fortress.
2%Chastel gives a detailed accoufitie damage inflicted on éhvatican by the Lutheran lansquenets
during the months of their occupanesgeSack of Romé&1-108
"ForBav enut o Cel |nithe Batisee 8encenutoiCellinfutobiography of Benvenuto
Cellini, trans. J. A. Symonds (New York: Doub#gd& Company, 197580-95; Raffaello da Montelupo
also mentioned the Sack in his memoirs, see Ch&stek of Rome.70 & 274, nte 55.
2%Cellini, Autobiography92.
“Fora summary of Vasari6s scattered aSackoRomgl6> of art i
172.
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and, for a short time, Sebastiano Serlio and Rosso Fioréttifidie Sack contributed indirectly
to the spreading of Roman style to othgistic centers in northern Italy and even to Frdmce.

In 1531,the FlorentinegCardinal Giovanni Salviati (1490553) was seeking a young
artist to serve as his household painter in RO
as the most prorsing young painter in Florence by Benvenuto della Volpaia (1432), a
clock maker in the service of the Meditd. Thus, the cardinal sent for Francesco and lodged him
in his palace in the Borgo Vecchio. The young artist was also promised facilitiassasténce
to enable him to study andwas treated as an equalheother courtiersinthe ar di nal & s
householdincluding being givem place ahistable?® Francesco must have arrived in Rome in
the second half of 1531; he is recorded as hawogived payment from his patron for a
Madonna and Chilan 21 August of the same yéat. In gratitude for the kindness of his
patron, Francesco adopted the family name of Salviati.

When the young artist arrived in Rome, the city was still recuperatingifs ravaged
state. Clement VII had returned from exile in Orvieto in October 1528. Sebastiano del Piombo
followed his patron and came back to Rome in March 1529. A few artists, including Benvenuto
Cellini, Giovanni da Udine and Baldassare Peru#zi returned to the citputdue to limited
financial resourceghe pontiff commissioned few works during the pBatk years. Francesco
however soon had the opportunity to-umite with his former master Baccio Bandinelli, who was

summoned to makegen colossal bronze figures personifying the seven deadly sins, to be set

#0Chastel Sack of RomeL78.
21 Hall, After Raphael95. For the diffusion of the Roman style see it96:128.
#2/asariMilanesi, 7: 1011. Benvenuto della Volpaia entered the service of Cardinal Salviati in 1531. He
was also a friend and correspondent of Michelangelo.
2ByvasariMilanesi, 7: 11.
“see BAV, Fondo Salviati 223, folio 334; the docume
mRc ®nat et |l a politique cul tRancdcd Salviatiet LaCBellad i n a | Gi ov
Maniera, eds. C. M. Goguel, P. Costamagna and M. Hochmann (Rome: Ecole Francaise de Rome, 2001),
224, note 37.
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around the Archangel Mi chaevotom itrhet Camske!|f ©Gran
deliverance. Foll owing his good frebopidgbs f oot
to enter the service of Cardinal Salviati és po
Heemskerck (1498574) also arrived in Rome from Flanders around this tife.

Francescobds power ful patron, Ca rLdrénnoa | Gi ova
the Magnificent, the nephew of Pope Leo X, the cousin of the reigning pope Clement VII, and the
uncle of the future Duke CosimGf. Eldest son of Jacopo Salviati, one of the greatest bankers
of his time, Giovanni chose an ecclesiastic careemasicreated cardinal by Leo X in 1517.
Giovanni received a humanistic education, read and wrote fluently in Latin and Greek, and was a
cultured man who delighted in music as well as literature. He was the first in Rome to receive the
printed edition of M ¢ h i a Arte Hellai Ghiesret*” The cardinal was also a friend to many
artists. He played an important role in the negotiation between Michelangelo and the Della
Rovere family for the project of Julius 116s t
promised a painting as a giftanletter dated 1 July 1531. Datable to the same period, the
Portrait of Cardinal Salviatin Sarasota may have been executed by Sebastiano del Piombo
based on Mi ch &9 lafacy teelparttais wasl prabably the promised gift from
Michelangelo realized with the aid of his close friend. Giovanni was also a brilliant diplomat; he
acted as the papal legate to Spain in 1525, and to France between September 1526 and August

1529%'° Supported by the French party, he aspired to the papal throntheftiath of Paul Il.

#%Chastel Sack olRome 199-200.
Z1%R. D. JonesContemporaries of Erasmus: a Biographical Register of the Renaissance and Refgrmation
glgs. P. Bietenholz and T. Deutscher, 3 vols (Toronto: University of Toronto Press37)985 190.

Ibid.
#8Hirst, Sebastiano del Piomb@13114. The fijure in the background of the Sarasota portrait may be
BenvenutadellaVolpaia the Florentine clockmaker who recommended Cecchino to the cardinal.
219 Jones Contemporaries of Erasmu3: 190; see also Philippe Costamaghd, e m®c ®nat et | a p¢
culturelle du Cardinal Giovanni Salvigiiin Francesco Salviati et La Bella Maniered. C. M. Goguel, P.
Costamagna and M. HochmagRome: Ecole Francaise de Rome, 20Q109.
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According to Varchi, his obsession with the pontificate motivated all his actions. In hiring
Francesco ded Ros s iGiovuapn Salvifitprabably ietended to use bis Ro me |,
painter as an instrument of his political atigms ?%°

Along with Filippo Strozzi (1489538), the head of another wealthy Florentine banker
family, Giovanni Salviati was counted as one offtr@uscit, and as suche remained
principally preaFrench and ardledici. After the fall of the last Florgine Republic in 1530,
Gi ovanni Sal vi ati allied with Niccol, Ridol fi,
rule of Duke Al édwassantdhe dedcMedbé€i his patronods
Francesco found his major clientel&ccording to Vasari, Cecchino painted a portrait of Bindo
Altoviti (1491-1556) the banker of Cardinal Salviaiti 1534°** Unfortunately, this early
portrait is now | ost. On the fa-ade of banker
Fafnes e ar ms supported by Il arge nudes to celebrat
same yeaf?? Most likely through Giovanni GaddP{1542), a friend of his patron, Francesco
was introduced to the culturaitelof the Florentine communityn Rome, such as Benedetto
Varchi?*® Giovanni Gaddi, a clerk of the Camera Apostolica, was adriera number of

Florentine artists working in Rome, such as Niccolo Tribolo, Benvenuto Cellini (who mentioned

him in his autobiography), and Raffaello da Montelu@addi probably also contributed to

*0Costamagndi Le m®c ®nat et | &0.politique culturelle
#lyasariMilanesi, 7: 14-15. According to Vasari, the portrait of Bindo was sent to his villa of San

Mizzano in Valdarno.The biographer also specifies that the portrait was executed prior to the commission
of the Annunciationat San Francesco a RipBindo Altoviti was a frend of many welknown artists, and

an important patron. About 1512, Raphael painted a youthful portrait of the banker on the occasion of his

marriage with Fiammetta Soderini (Fig#24). Bindo also commissiedtheMadonna del | 6i mpant
from the aiist. Futhermore, the banker was familiar with Michelangelo, who frequented the Palazzo
Al toviti i n Rome. For Bindobs RaphaelcCelingqe and hi s fr

Renaissance Banker: the Patronage of Bindo AltedtiAlan Chongteal. (Boston: Isabella Stewart
Gardner Museum, 2003)
22\/asariMilanesi, 7: 14.
BJanetCoReari ck, fSal vi at Franeescd SalvildielbH0563, &) habellanaa i & r ian
Roma, Villa -M&dmar z 0,291 9%, naieadl apgle29 giugho $988=d. d u L
C. M. Goguel (Milano : Electa, c1998),-3D.
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Cecchinobs intr oduc(1503d547)t oP aRuile rl |LlIubragceacart aurrnael s es «
entered the service of the Farnese catotindthe time ofhis participation in the festive

decorati on frionphal@rtrato Rome in 1586s a project supervised by Giovanni

Gaddi*** Significantly, he Farnese family was the political ally of Cardinal Salviati, and the

supporter of théuorusciti As a prot®g® of the SalPFarmesed i f ami
court tightened the bonds between the two dfftes.

Painting portraits for the memberstbé Salviati

family was among the first services Francesco rendered to 1
cardinal. Shortly after his arrival, he painted the likenesses
Cardinal Salviatiodos niece, icini
Pallavicino Pallavicini and Elena Salviati) and her husband,

Cagnino Gozaga. Instead of independent portraits, the

likenesses were probably insertetbia larger composition

. 6 . . .
featuring a Madonn&® The work was likely commissioned Figure3.1, Pierfrancesco Foschi,

. Portrait of Cardinal Giovanni )
ont he occasion of the <coupl salviati Pushkin Museum Moscov i N Jul vy

painting is now lost, although Vas i mentions it in Cecchinobs bi

Salviati collections also indicate that Francesco painted portraits for Cardinals Giovanni and

’

#24/asariMilanesi, 7: 15CheneyFrancesco Salviafil: 43. See als€C| ar e RadllGEm t s on )
Cardinal ed: Al essandr dNewHaveneyal@®niverbitg Presg 190928 t he Art s
salviatios work for Pier Luigi during the 1530s dc
decorated a large bathroom in the ducal palace in Nepi, after Pier Luigi was made the lord of the the city in
1537. See VgariMilanesi, 7: 15.
#*The devotional painting with the portraitsBiena SalviatandCagnino Gonzags listed among the
first works Salviati produced for Cardinal SalviaBee VasarMilanesi,7: 11, fiLe prime opera che
Francesco fecesse al cardirfarono un quadro di Nostra Donna, chetenuto bello; ed in ungela, un
signor franzesehecorre cacciandodietro a unacervia, la quale fuggendsi salvaneltempio di Diana:
della quale opera tengo il disegno di suanano, per memoria di lui, nebstroLibro. Finita questatela,
il cardinalfeceritrarre in un quadrobellissimo di Nostra Donna ureuanipotemaritata al signor
Cagnino Gonzagad essacsignoreparimente 0
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Bernardo Salviati, but neither can be tratdThefeaturesof Cardinal Giovannhimself are
preseved in a portrait by Pierfrancesco Foschi in the Pushkin Museum, Moscow (Bigjyre

and in the betteknown double portrait by Sebastiano del Piombo at Sarasota, Figrida.

3.2 Early Portrait Drawings

Al t hough few independent portrait paintings
survived, agroupofredhal k portrait drawings gives us a s
earlyto-mid 1530s.This group consists of three highly finished paittrof youths:the Young
Man wearing a Cajin the Louvre (Inv. 2760, c. 1531532 Figure3.2), the Chatsworthsheet
(Inv. 13 c.1532-1533 Figure3.3), andthe Portrait Study of a Boy Wearing a Capthe

Goldman Collectionn Chicago(c. 15351538 Figure3.4). Unf or t unat el y, Vasari 6

S Figure3.3, Francesco Salviati,  Figure3.4, Francesco Salviati,
Figure3.2, Francesco Salviatf,oung Portrait of a Youth wearing a Portrait Study of @8oy Wearing .
Man wearing a Cap c. 15311532, Red Hat. c. 15321533. Red chalk, Cap. Red chalk on cream laid

chalk, 263 x 212 mmDépartment des 168 x 122 mm Collection of the paper, 168 x 124 mmCollection

Arts graphiquesinv. 2760, musée du Duke of Devonshirenv. 13, of Mr. and Mrs. Goldman

Louvre Paris Chatsworth Chicago.
ZPhi|jippe Cost ama Branaesco Salviati, 1510568, & t.a bellaaan, ide rian : Ro ma,
Villa Medi i9, ma% zgpe n nadioad , Par i gi29giuyho $988ed. @. M. Louvr e,

Goguel (Milano: Electa, 199848.
#28The portrait in Moscow is sometimes associated with Francesco Saluizis generallattributed to
Foschi. Seé&lizabeth Pilliodi 8 T@ampor e Poeni t enFtoisacend :6 sP iPeorrftrraan c e socfo
Ant oni oBuRingtorcMagaaine30 (1988)687.
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Salviatiés first Roman sojourn offers Iittle h
Executed in the eadto-mid 1530s, thee drawings ef | ect Cecchinobés knowl e
Mi ¢ h el an g e hishgl preshntatioh drawinds, especiallyRbetrait of Andrea

Quaratesi(Figure3.5), datable to around 153%. The period in which Salviati explored the

notion of beautiful yoth in the medium of drawing roughly coincides with the decade when

Michelangéo produced highly finished portrait drawings of the young men to whom he was
attractedincluding AndreaQuaratesi, Tommaso Cavalieri and Cecchino B3Eci.

Al t hough highly finPorsdited | i ke Mi chel angel of¢
of QuaratesiFigure3.5) , Francescods dr ¢
young men seem to have been primarily meant as preparato
studies for painted portrait§.he Young Man wearing a Cap
the Louvre Figure3.2) has been associated witte Portrait of
a Lute Playeiin the Musée Jacquemakhdré, ParisFigure

3.6).*" Philippe Costamagna and Catherine Gogaske

il Ll R
Figure3.5, MichelangeloPortrait of
Andrea QuaratesiBritish Museum,

London.
For the date of Michelangel ods Quaratesi drawing s
Mi ¢ h e | aMagtez Drawjng27 (Winter 1989), 306-rancesco Salviati o la Bella Manierd16217,
cat.no. 78. How Sal vi atdrawiggati suck ah ealcdate is sgnknowm. Mi c hel an
Gould notices that all three of Michel anghel 06s har
1530s seefiNew Portrait Attribution 6 .3 0 8
Bphilippe Coascessnbalgatpeintre é desinateur de portraits: une nouvelle attribution

pour le Luthiste du MusedacquemarA n d rR®u@du Louvre et des Mes de France41 (1991): 34.
See also Goguel in the RofRaris exhibition catalogue, 1998). 216217, cat. no. 78Costamagnalso
associatesie Jacquemawndré painting with a blackhalk drawing at Chatswor{tnv. 896), seeRome
Paris exhibition catalogue, 1998, p. 222, na. 8dthough exhibited as b$alviati at the 1998howin
Rome and Parjghe Chatsworth sheet does nopear to me to be an autograph by the artistcaeeno.
37. TheWoman with a Statue of Er¢Bigure 36, under cat. no. 33) tentatively attributed to Saividtie
Collection of the Earl of Wemyss and March KT, Scotlandy have been a pendant to gfaénting in the
Musee Jacquemadndré. The female portrait is slightly larger (105 x 80 cm) than its male counterpart,
andshows a young woman probably in her late teens seated by a desk coveredrigngal rug. The
sitter appears to be just intepted from reading. On the desk, there is an opened volume, probably a
Petrachino, whose armorous content is hinted at by the statue of Eros standing next to it.
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tentatively identified the sitter of thilacquemarndréportraitwithCar di n a | Sal viati 6
musician Jacquet du PoAt? Costamagna dates the painting to 23382, shortly after Salviati

entered the service of the cardinalthough the drawing in the Louvre (Figuse2) is

universally accepted as an autograph by Salviati, the authorshipRidrtinait of a Lute Playem

theMusée Jacquemakndré Figure3.6) remains a matter of scholarlglshte?®® The painting

betrays stylistic affinities with the art of the late Cinquecento, exemplified by the works of

Mirabello Cavalori and Lorenzo ZaccHi&.Fut her more, the portraités s
of Salviati s wor ks i nbeingnore gomplex thanthatofthet hi s e ar

Portrait of a Man holding a Figurinéc. 1538, Figur®.12), which shows the sitter against a

green neutral background.

32C 0 s t a maogwvelle attribiition pour le Luthisted 3 4 ; RoBeRptsexhihition catalogue, cat.
no. 78 pp. 216217.Cardinal Giovanni was a lover of music. In 1527, when he was the papal legate to
France, he took Jacquet du Pont, who excelled in playing the lute, into his s@ivcmusician returned
to Italy with hispatron in the autumn of 1529 and remained a member of his household until hisSkth.
Pierre HurtubiselUne FamilleTémoin Les Salviafivatican City: Biblioteca Apostolica Vaticana, 1985),
305 Costamagna) Le m®c ®nat et | 221.pol itique culturelle, o
B3Costamagndinouvel | e 2&3:iden, b iDieoh, ® d ®al d e atbbaton:t ® aux pr
vingtansdeaecherch& ur | e portrait fStudiolde(2002): 201.aThe pXivaltta s i  c | e, ¢
been tentatively attributed to Salviati byagard Florentine Portrait 171. Morari lists the painting among
the doubtful and erroneous attributions to SalysdeFrancesco Salviatil992, cat. no. 198, ph62-63.
It was given to Jacopindel Conte by Luciano Bellogi | nt or n o fiarentino di dacdpincadelt o
Co nt &KunstdesCinquecento in der Toskaed. Monica CammerefMiinchen: Bruckmann, 1992)
213218. The similarities of the compositional format to thaAdflan Writing(Firle Place, Sussex) and
the secalledfi Ba r -a roa e byt Puliganave not been noticed. The device of a table parallel to the
picture plane defining thérhinal space can be seen in all three portraits. Even the patterns of the table
clothes in the two male portraits look remarkably alike. Tl@seal similaritiessuggest that the artist of
thePortrait of a Lute Playef Fi gure 3. 6) may have been familiar wit
BiCostamagndi n o u v e | | e 2@ Alazari dbsetved that the portrait has been repainted in certain
areas, i.e. thcostume and the left hand, $derentine Portrait 171.
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Al so datable to the first ye
sojourn,Portrait of a Youth wearing a Hait Chatsworth
(Figure3.3) was probably exeted shortly after the Louvre
sheet compared to which shows more confidence and
greater psychological powerAs Costamagna pointed out,
this youthful work of Salviati demonstrates the influence of
Baccio Bandinelli and Rosso Fiorentjrelowing

extraordinary spontaneity and natural&hThe identity of

Flgure3-6, Unkown artist after a theyouthremains unknown. The drawing is presumably a
drawing byFrancesco Salviat®),
Portrait of a Lute Player Oil on panel,
96 x 77 cm MuséeJacquemarAndreé,
Paris.

study for a painted portrait, which cannot be traced now.
Besides the two drawindgsom the beginning of
Sal vi at i 6,she &tstrereouted yetayother portrait drawing yduath- the redchalk
study in the Goldman Collectidifrigure3.4), which has beematched with an unpublished
portrait of a boy discovered by Philippe Costamagna around?200®.e curtain is omitteth
the painted portraityhich showghe youthat half-length in front of a neutral green background,
holding a folded | etter in his rightPohraitnd. Th
of a Man with a Female Figuring-igure2.12); because of their remarkable similarities in
composition ad format, these two portraits must have been painted around the same time (c.
15351538)%%
In this group of drawings, Salviati focuses on the facial features of the subject and

describes the clothes with a few suggestive strokes. (An exception islthead drawing,

235 Costamagna in Rome and Paris exhibition, cat. no. 82, p. 223.
#3%see Nicholas TurneBrawn to Italian Drawings: the Goldman CollectigNew Haven: Art Institute of
Chicago, 2009), 303, cat. nB2. The current owner does not wish the painting to be reproduced, and thus
an illustration is unavailable.
*bid.
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which shows detailed rendering of the costume and the backgrolinelse portrait drawings,
more than the finished paintings, succeed in capturing the psychological state of the subjects. In
the drawings, the artist shows his subject$witielong glances that betray a shyness and
uncertainty often associated with adolescents. In the painted portraits, however, the subjects all
look at the viewer confidently.

Sensuous young men were the usual objects of homosexual d&sileny was
commonly practiced in sixteenttentury Italy, but the notoriety of Florence far exceeded other
cities in the peninsul&® Thehomoerotic tastes of Florentine males were so infamous that in
Germany, to sodomize wasemtdubbed O6fl orenzend, a
was named %8 EvenprominemtEedesiastic officials,
such as Cecchinobs perestuspectedmfr al vi at
sodomy?*° Participants of homosexual relationships were mos
adolescents and youths below marriageable age, whichhvoas

thirty years old in early modern Florence. The passive role

usually taken by adolescents in sase& erotic relations

feminized them.

Figure3.7, Francesco Salviati,

Portrait of a Youth Black chalk,
The sexually arousing stage of youth was not simply a 270 x 216 mm Victoria and Albert

Museum Inv. no. Dyce 186.

matter of feminization; equally stimulating was the ambiguity ot

28 Eor the prominence of homosexuality in Renaissance Florence, see Michael Robldden
Friendships:Homosexuality antale Culture in Renaissance Florengdlew York: Oxford University
Press, 1996).

Ypid., 3.
240| n

a letter from Cardinal Sal viati 6s father, Jacoy
courtiers of the cardinal, who was warned against taking part inhibeiosexual activities. See Hurtbuise,
Une FamilleTémoin 3192 0 ; G oggelgeek pointdarevoirdo p. 24, note 175.
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adolescence, a less powerful stage before categorical adufffholils ambiguity is alluded to
in thePortrait of aYouthat the Victoria and Albert Museum (Figus&), a later work by Salviati
datable to 15443. As if added as a humorous afthought, the strokes describing the sparse
beard on the upper lip of the subject highlight his youth and smooth face, wadsatowsidered
an attractive sign of puberty in the Cinquecento. The same feature also appears itlaatitack
portrait of a young man by Bronzino at the J. Paul Getty Mus&uinstead of emphasizing the

manliness of the sitter, the sparseness of thellfesegrounds his immaturity. Furthermore, the

presence of this evocation of premature
manliness also accentuates the sensuous lig
of the youthful subjects.

Like suchTuscan artists as Leonardo

e
da Vinci, Michelangelo, Benvenuto Cellini (

and Bronzino, Francesco Salviati showed \
homosexual tendenciesliis art and life.
Never married, Salviaproduced several

graphic works that are overtly homoerdfit.

Szlyeate.

A pen and ink drawingf three male nudes in _ .
Figure3.8, Francesco Salviafi;hree Male Nude Pen

. ; and ink Ecole Nationale Supérieure des Beduss,
the Ecole Nationale Supéreure des BeAts inventory E. B. A. n. 348.

IpgriciaSi mons, MfAHomosociality and er oPdrtmitreiFacind t al i an |
the subjected. Joann&Voodall (Manchester: Manchester University Press, 1997), 41.
242 The Getty drawing is a preparatory study for Bfwetrait of a Young Maiin the NelsorAtkins Museum
of Art, Kansas City, sTEheDr&ngsroffBeonzReds.GoBardhoheetrab s ent r y
(New York: Metropolitan Museum of Art, 2010), 204, cat. no. 54.
“rFor the eroticism in Francesco Salviatio6os graphic
nella pittura r omBraneescd Balviaticet lanBglla Mare, eds.cC, Goguel,iPn
Costamagna and M. Hochmann (Rome: Ecole Francaise de Rome, 200149149
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(Figure3.8) shows two youths and an old man in erotic intercodté& he young man wearing a
headbad in the middle looks rather femininandis probably the object of desire. Salviati also
furnished designs for prints with homoerotic subjects, such dsdioge e Giunone
(Bibliothéque Nationale de Frandaventory Eb. 6b, rés. fol. C. 3285,

The sexual culture of the Florentine community, the issue of sodomy in Cardinal
Salviati 6s household, as well as Cecchinods in
work, prompt uste@onsidet he arti stdés earl y pgmentaspossibledr awi n
objects of homoerotic gaze. Exploring the sexual ambiguities in this group of portraits also

relates them to a specific body of works that manifests homosexual tendencies.

3.3 Early Portrait Paintings

The eroti c oV e tridnotmestriced to Bradsexualdayt TRérsait af a
Man with a Female Figurin€igure 2.12) shows a mamerhaps in his early thirtiekolding a
statuette of a female nude. The identity of the subject remains a mystery; his identity as a
goldsmithis based solely on the fact that he is holding a female figurine, which is generally
considered a sample of his créft. The glance of the sitter betrays an air of familiarity. Some
believe that the subject is a man of letters, a member of the Accadenaiatifa, and the small

sculpture he carries has emblematic meanings that are lost to the moderrtVidwer.

2Francesco Salviati o la Bella Manierap. 202203, cat. no. 71; Emmanuelle Brugerolles,dessin &

Florence au temps de Mich&hge(Paris: Ecole natiwale supérieure des beaants, 2009), pp. 10104,

cat. no. 22.

29bid., 212213, cat. no. 77.

#9bid., 224, cat. no. 83.Possible candidatder the subjecinclude Francesco di Girolamo dal Prato, Piero

di Marcone and Mann8barri all mentioned byasari as friends of the artisThe biographer specifies

that Salviati painted a portrait of Marcone, see VAdidanesi, 7: 20. Stylistically close to the twaale

figuresin the foreground of th¥isitationat San Giovanni Decollatdated 1538, thegstrait was very

likely executed around the same time.

#l eatrice Mendel sohn, fAThe Sum MdnieraWakshBpsoft s: Recycl

Sal vi ati and FRransescC SalvihtieblaggBella Maniera:iActes des colloquies de Rode
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personally inclined to believe that the sitter is an aatistthe figurine is a sample of his craft.
Representing his art in a female nudeer the firm control of his masculine hand, the sculptor
goldsmith announces his mastery over the material he works with. But this does not exclude the
possibility that the sitter was a member of the Academy. Until its drastic reform in 1547, many
artigs such as Bandinelli, Bronzino and Cellini were memB&rgrancesco Salviati himself

joined the Academy in 1545. However, the painting was likely painted around 1538, thus
predating the founding of the Umidi, the precursor of the Accademia Fiorentit40.

Not only does the female statuette probably indicate the profession of the sitter, but she
also functions as an emblem. For inspiration, Salviati probably looked back to the emblematic
portraits executed by his master, Andrea del Sarto it586s, especially th@irl with a
Petrarchino(Figure2.9), which, in turn, explores the comparison between poetry and painting.
Like Sarto, Salviati also displays the emblem in a prominent position in the foreground.
Furthermore, the young artist adofite turning pose and the sidelong glance of the poetess to
convey a sense of secrecy; both portraits mdgedhave been intended for selected viewers,
who weremembers of elect circles. The witty smile of the man portrayed may allude to some in

jokes fiared among an exclusive society of friends.

Paris (1998) eds. C. M. Goguel, P. Costamagna and M. Hochmann (Rome: Ecole Frangaise de Rome,
2001), 125.
28pid., p. 125, note 39. See also Margaret A. GalluBeinvenuto Cellini: Sexuality, Masculinity, and
Artistic Identity in Renaissance Iya(New York: Palgrave Macmillan, 2003), 30.
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The form and placement of the female figure inRbetrait of a Man with a Female

Figurine(Figure2.12) suggests Salviatidos interest |

former being oriented to toucthe latter to sight*® The
contorted torso of the female figurine alludes to a famou::. \
antique prototype, theaocotn unearthed in Rome in 5
1506. Salviati referred especially to the form of the
Trojan priest before his right arm was restored. When ti’
Laocotnwas unearthed, the right arm of the central figur

was missing, as is seen in a print by Marco Dente before

Figure3.9, Marco Dentel.aocodn

. 250 . R . Engraving. Museum of Fine Arts, Boston
1523 (Figure3.9)." Pl i nyds prai se o. O

n

grou

as fa work to be preferred to alducteNdotal (t he

History, XXXVI: 37) made it a symbol of the supremacy of the art of sculptuhen;The

ancient statue became a locus forgheagonedebate during the Renaissance. Thecotnwas
so widely copied by both sculptors and painters thi#zmimocked the phenomenon in his
caricature of the statue: the Trojan priest and his sons are transformed into nidhkeys.
Emulating the_aoco6n Salviati may have desired to participate in the ongoing debate on the
paragoneand to enter into competitionithr artists who attempted to imitate and surpass the

Laocob6n Al t hough intended as a samp peahapmh t

P gimonRichter, aocoonés Body an dDetrditeVayne StatelJaiveisity Sress, f
1992), 94.

h e

Pain

#0The fragmented state of the statue was mentioned in a letter dated 31 January 1506 writteariny Giov

SabadinalegliAr i ent i in Bologna to Isabella d6Este i
Salvatore Settid,aocoonte: Fama e stilliRome: Donzellieditore, 1999), 104.05.
*!bid., 4.
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i nvention of Sal vi adculpledoytheartahpertrayadhGreativea r e al
modificationsof antique prototypes were considered as evidence of invention and artistic,license
both of whichwere highly esteemed during the Mannerist era. Transforming the struggling

Trojan priest to an arousing female nude in ecstasy, Salviati complementdishef ke

goldsmith, as well as his own ingenuity and wit. It was, after all, his brush that transmuted the
masculine into the feminine, the living flesh into art, the antique into the modern, and the sculpted

object into life.
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The erotic relationshipetween the sculptor and his wphlinted at in this portraitalso
recalls the myth of Pygmalion and his ivory maiden. Torn between pain and ecstatic pleasure, the
female nude embodies a kind of Lacarj@uissancé? According to he anecdote mentionél
Book Ten Metamophose@3IBR9I7) the Greek sculptor Pygmalion led a celibate life
out of disgust for the carnality of the women of his day. He carved an ivory female figure of
surpassing beauty, and so perfectly did his art conceal athéhstulptor himself fell in love
with the work of hisown hands. On the feast of Venus, Pygmalion prayed that the goddess
would give him a virgin like his ivory maiden. His secret wish was graatadivhen he
returned home the statue became flesh dp®itouch. The story
of Pygmalion was often referred to in the discoursegavagone
during the Renaissance. Using the myth as an example,
Benedetto Varchi, in his famoilxue Lezoni (Torrentino,
1549) argued that the art of sculpture was able toidedbe
viewer more completely and possessed a greater power to ar

253

desire”>” By alluding to the myth of Pygmalion, Salviati

advertises the Gelike power of the sculptao give life to the

. . . . - . Figure3.10, ParmigianinoPortrait
inanimate materials he works wjths testified by the quasi of a Collector ¢. 15231524

National Gallery, London

animated state of the female figurine. The eratiationship
between the sculptdover and his creatioalso alludes to the creative power of love, which

transforms potential being into &rf.

%2For the concept gbuissancesee Jacques LacaFhe Ethics of Psychoanalysis, 195960: the Seminar
of Jacques Lacan: Book Vikd. Jacquég\lain Miller, trans. Dennis Porter (Abingdon: Routledge, 2008).
%3 eatrice MendelsohiPar agoni : Benedetto Varchi s DM@ Lezzioni
Arbor: UMI Research Press, 1982), 122.
%For the relation between love and art, see ibid-1@9.
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Precedents of sculptural insertions in painted portraits can be found in the work of
Parmigianino and Lotto, among others.Pl@ r mi g iPartmait of a ©olector(Figure3.10)
andL o t tPartfais of Andrea OdonfFigure3.11), both artists allude to thEaragonebetween
painting and s c ulamtingirtiee NationBl &alleny, execatedishondlydoeforep
the artist moved to Rome in 1524, is one of the earliest portraits that shavedlebtoramong
his prized possessiofis. The portrait is crowded with references to antiquity: a bronze statuette
of the Roman goddess Ceres, three bronze coins, a silver coin with the head of Ancus Marcius,
and a sculptural relief featuring Mars and Venus witipi@. The statuette in the foreground is
rendered with great virtuosity, emphasizing its tactility. However, as Patricia Lee Rubin points
out, it is awkwardly positioned; it is not represented standing upright, but lying on the table, as if
it has beemliscarded in preference for the Book of Hoursditer holds with his left hané®
The sculptural frieze in the background is treated in an entirely diffetdatone that is
recognizably Parmigianinods anddfluemt characteri z
brushwork?®’ There is a softness to the figures that appears not to be of marble, but of flesh and
blood. Parmigianino demonstrates his skills as a painter; not only is he capable of reproducing
antiques in different media with his brush, butate® outdoes the ancients by giving life to the

sculptures in his painting®

»Another early exampl e ofLedXviitsTwo @apdmaléhsi8).portrait i s
%patricia RubinPortraits by the Artist as a Young Man: Parmigianino ca. 182fbningen: Gerson
Lectures Foundation, 2007), 18.
*!bid., 19.
*Abid., 19.
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Theparagoneb et ween scul pture and painting is als
Portrait of Andrea OdonfFigure3.11) dated 1527. Andrea Odoni was a wealthy merchant
citizen. In this portrait, Lotto intentionally juxtaposes the subject, richly dressed and notionally
whole, with his possessions, the exposed and broken statuaithough all the sculptural
fragments included in the portrait have antique precedents, only the head of Hadrian peering
outward corresponds to the 1555 inventory of the possessions of the Odoni family. In fact, the
antique collection we see around Odoraigely imaginativeé® Including such an array of
antiques in the portrait, the painter not only

a collection, but also declares his capaci

to represent the rival art of sculpture, as
wellaspaint ngés potent. 4
non-existent into being. The painter can ;«?
visualize an ideal collection that can onlyg
be wished for and imagined. The

comparison between sculpture and

painting is intensified by the fact that the

portrait was meant to be disp&d in

Figure3.11, Lorenzo LottoPortrait of Andrea Odoni 1527.
Hampton Court, London.

Odoni 6 &, Vdnicearmoag antique
fragments, modern sculptures, coins and medals.
The statuette of Diana of Ephededd out to the beholder §ydoniin hisright hand

probably signifies the pleasure and amazerdentved from the enjoymentfcstatues, whiclkean

“Patricia Rubin, A6Contemplating fragmexmentsryof ancie
por tr &tudolo4 (2006), D.

*9bid., 24.

®lror the setting in which Odoniods -280rtrait was inte
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not only be appreciated visually, but also provide delights when handled physically. With his

other hand, Odoni fondles a gold cross, which he presses close to his heart, in order to counter the

material with the spiritual. The prongnce and attraction of the pagan idol and the hidden

centrality of the cross convey the moral message of the portrait. The subject presents two choices

before the beholder, who becomes a participant in a dialogue. To engage the beholder in decision

making, the painting is crowded with comparisons and choices: a female torso leaning against a

mandés head and Hercules se®n from the back and
Sincethe two portraits discussed above were painted in the 1520snardcated in

Parma and thetler in Venice Francesco probably did not know thehowever, examining

them alongideC e ¢ ¢ h ponraitideweals that in all thregaintings, sculptures are depicted as

tangible objects of desire, to be collected, handled and enjoyed. They aredémdeeat

pictorial virtuosity on the one hand, but are largely fictive on the other. Strangely, the sculptural

elements are not represented as exalted relics of the padittalizal andreasured; instead, they

are depicted aviolated, brokenshrunk, or placed in an awkward, undignified or ridiculous

positiorn.?*®

Challenging the authority of ancient statuary, whose rediscovery functioned as the
foundation for the rebirth of classical drringthe Renaissance, the artists proclaim the victory

of painting over sculptur@ndmodern art over antiquity.

3.4 The North Italian Journey (1539-1541)

%3pid., 27.
23 pid., 27-28.
80



After the completion of th¥isitationin the Oratory of San Giowai Decollato,
Cecchino | eft Rome for Florence in spring 1539
his native city was due to his rivalry with Jacopino del Conte and failure to obtain the
commission for th@irth of the Baptisin the oraory.?** However, in the biography of his close
friend, Vasari mentions nothing about the competition with Jacopino del Conte, and merely
indicates that Salviati returned to Florence to visit his family and fri€nds.his native city, the

artist soon found patronage at the court of Cosimo |

B

ded6 Medi ci , who was ma|
1537. Cecchino was put to work, in collaboration
with Bronzino, on the decorations for the nuptials
Cosimo and Eleonora da Toketf® For the series
of large grisailles depicting events from the life of
the Duke, Salviati supplied the design for the
Crowning of Duke Cosimo by Charleswhich was
paintedby Carlo Portelli. Due to the ephemeral

nature of the project, the paintingnew lost, but

the artistodés ideas for ° _ refl ect
Figure 3.12ParmigianinoSaint Roch and

, Donor. 15271528 San PetronipBologna.
blackchalkmodelloat the Département des Arts rBolog

#“CheneyFrancesccSalviati 1: 70. Jacopinod@€ont e, fel |l ow apprentice of Sa
of Andrea del Sarto, arrived in Rome in 1537. He was commissioned to pafredwhing of the Baptist
which also bears the sVisimonndate (1538) as Cecchinobs
#SvasariMilanesi, 7: 17.
%/asai-Milanesi, 7:17Cheney, fNorth Il talian Journey, o 337.
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Graphiques in the Louvre (Inv. 27985. Cecchino left the work unfinished and departed for
Bologna, where his presence was reported berideof Juné®® In Bologna, the artisilsomet
up with Vasari, who had just begun painting in the refectory of San Michele in Bosco, an
Olivetan monaster§’ Ho we v er , Fr ances c aridby 15Jula3p3%ethadr e was |
reached Venicé’?

In the sixteentkcentury, Bologna functioned as the center of cultural exchanges between
South and North Italy. In Bologna, Francesco Salviati could have seen several paintings by
Parmigianino (1503540), who had settled in the city after the Sack &aged until 1530.Prior
to his visit to Bologna in 153%rancesco Salviathust have seemo me of Par mi gi ani n
Roman works, buthe latteb s i nf |l uence b eCeacmmsd smowoer kesv i edxeenctu tien
during and after his north Italian journ&y.Althoug h Fr ancesco6s Vvisit was
have missed $SameRoahbnd Bondla271528sFigdre8.12), which remains in
situ inSan Petronipthe cathedral of BolognaHe probably also saw tihdadonna of Saint
Margaretpaintedfor the Benedictine nuns of Santa Margherita (25290, now in the
Pinacoteca Nazionale, Bologna), and theatedMadonna of the Roge. 15291530,

Gemaldegalerie, Dresdefif. The influence of the latter is evident in thiadonna and Child

®JanetCoReari ck, FfAFriendly Rivals: Bronrlz5idBms@and Sal vi ¢
Drawings43 (2005), 292.
®®Cheney, fANorth33talian Journey, 0
#Y/asariMilanesi, 7: 18; se also David McTavistGiuseppe Porta called Giuseppe Salvijtew York:
Garland Publishing, 1981), 29.
'n Pietro Aretinobds letter to Leone Leoni, dated
Venice,seeet t er e s ul | 6 aored.eEttatd CarResasda (Milan: A dizohi del Milione, 2957
59), 1: 129131.
" parmigianins 0j our ned in Rome between 1524 and 1527. Sa
major work in the cityVision of St. Jeromeéntended for San Salvatoreliauro (15261527, now in
National Gallery, LondonFor Sal vi ati 6s possible knowledge of Par
2, pp. 5456.
'n Vasarids biography of Par mi gMadonhaobthe RbseThegi ves a
biographer also informs us that the painting was intended for Pietro Aretino, but the painter gave it to the
pope, who was visiting Bologna in 1530. Apparently, the pope did not take it back to Rome, but left it in
the possession of Dionigi Gianni, see Vadailanesi, 5: 227228. David McTavish suggests that Salviati
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with Saintghat Francesco paintéad Venicefor the nuns of Santa Cristinkella Fondaza,

Bologna (15391541)%" Instead of using the Sartesque model as seen Artiienciationn San

Francesco a Ripa (c. 1534), Salviati gave the Virgin delicate, pointed fenéainees and

elongated limbs. The golden curls of the Madonna and Christ Child also betray the influence of

Par mi gi aninobs oeuvr e. Catherine Monbeig Gogu
Madonna of the Rodeanctioned as a source of inspirationandtai st i ¢ emul ati on f o]
subsequent compositions of Holy Families and Chafitfes.

During Cecchino6s touldaldohave hadample opportuttol ogna, F
study Parmigianinobs graphic wom&Ragiuolida n the ci
gol dsmith and engraver who produc’®@tkeengravi ngs
Parmigianino, Cecchino also provided Fagiuoli with drawings, which were to be made into
prints?’® Through Fagiuoli, Salviati couldlsohave had accesstosne of Par mi gi ani no
designs.

Accompanying his patron Cardinal Giovanni Salviati, Cecchimizved inVenice with

his pupil Giuseppe Poria July 1539"" During the late Middle Ages and the Renaissatiee

and Vasar.i may have seen the picture together in Di
Par mi gi aGipigin Yasadi: tréd decorazione ambientale e storiografia artistica, convegntudi s

(Arezzo, 810 ottobre 1981)ed. Gian Carol Garfagnini (Florence: Leo S. Olschki Editore, 1985), 139.

*The influence of Parmigianinods painting in Dresde
observed by art historians. See Iris Cheneyii Fr ancesco Sal vi aAriBalletindbpr t h | t a|
no. 4 (Dec 1963), 345; Michel Hochmann, §@ancesco Salviati o la Bella Maniera?20, cat. no. 21.

“GoguelA Por trai t323et Dessin, o

23For the collaboration between Parmigianino and i@mm Fagiuoli, see Vasakilanesi, 5: 228.

Fagiuoli was also a friend of Giorgio Vasari, who was in Bologna when Salviati visited the city. See also,

McTavishAi Vas ar i and 18ar mi gi ani no, 0

#"%/asariMilanesi, 7: 18; see also McTavigh,V a s ar imi agri ca a8Bafo,r0 Fagi uol i 6 s prir
Salviati s designs, see Hermann Voss, fAKompositione
des XVI . J aGhaphischendKénst85g1912): 806 2; Suzanne Boorsch, dASal

t he Quest i onFrandescé Salyiatiwetdal Bella BManigrad. C. Goguel, P. Costamagna and M.
Hochmann (Rome: Ecole Frangaise de Rome, 2001)5489
\asariMi | anesi , 7:rit8h IChaelnieayn, JioNwor ney, o 338. For Car
in Venice,sedi c hael Hirst, AThree Cei |l i Begschifefaror ati ons by
Kunstgeschicht26 (1963):p. 146 note 6; Hurtubisélne FamilleTémoin p. 280 note 64Michel
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Venetian Republigvasa major commerciatenterandfunctioned as mimportantport of trade
connecting thevestern Europe with thidear East Merchants from all over the world came to
the city to tradén silk, spices grainand all kinds of goodsVenice was also a major maritime
power, with a powerful navy The republichadestablisied a vastmaritime empire consisty
largelyof a chain of Mediterranean islands, reaching as far east as ¢{lus as a result, was
often at war with the Ottoman Turk# the early fifteenth centurgherepublicalsobegan to
expand irtheterraferma and took ovethe wealthy cities of Trevis&®aduaVicenza, Verona,
Brescia, and Berganfd® By the early sixteenth century, tBerenissm&vs i n f hottheltal e i n
was so strong, that Popaliusll intended to suppress it by forming the League of Canibrai
1509along with France and the Habsburg empehompart ecause of its political independence
Venice enjoyedonsiderabléntellectual and religious freedom. The city dominated Italian
printing; half of the books published in Italy during the sixteenth century were printed®here.
Political independence, prosperity, freedom from internal strife, and a strategic position as an
intellectual and commercial crossroad between the North argbtlte, as well as between the
East and the West, made the city a cosmopolitan center opagréat variety oinfluences

Venice had its distinctive school of painting, characterizethépainterlytreatment of
surfacesand the application aitmosphec lighting. Contrary to the preference for panel
painting in Central ltalyby the sixteenth centuganvasvas commonly used in Venice as a

support When Salviati visited Venice in 153%e leading painter ithe city wasTitian, a

HochmannyVenise et Rome (15a00): deux écoles de penture et leurs écha(@egeva: Droz: 2004),
256. Giuseppe Porta, a native of Tuscany, went to Rome with his uncle in 1535 and was apprenticed to
Francesco Salviati in the same year, see MishaGiuseppe Porta20.
®pet er Humfr ey, Vefitemrdthe \denetet. Paien Hutfrei (New York: Cambridge
University Press, 2007), 1.
19 |pid.
FEor Veniceds i mportance in print iPaulgr. GrendlerCptiesh | i s hi ng
of the Italian World: 153@560; Anton Francesco Doni, Nicolo Franco@rtensioLando(Madison:
University of Wisconsin Press, 1969),
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renowned portraitistyho painted the likenesses of treatpotentatesn Europe,including
Charles V, Francis |, Pogaullll, andPhilip Il of Spain

Titiands cPiars Aretira(449216506)ddfriendedSalviatias soon as he
arrivedand introduced the young man to his circle of friends and potential p&ttoFise
Florentneof f er ed him a dr awi ng af tastrJudgémeninteel angel 00 s
Sistine Chapel as a gfft? A native of ArezzoAretinowas acquainted with tHelorentine exiles
in Venice, especially important men of letters, including Benedetto Varchi, Giuseppe Betussi,
Antonio Brucioli, Bartolomeo Cavalcanti and othégr:"s.'l'hrough his friendship with Aretino,
Salviati must have interacted with these Tuscan ridgtters during his stay in the lagoon.
Aretino often entertained importaliterati and artists at his apartment overlooking the Grand
Canal near the Rialto Bridge. There, Cecchrayhave see® a r mi g iSalfPortraiv id &
Convex Mirror(Figure2. 34), which the Emilian artidgtadpresented as a gift to Clement VII

whothengave it to Pietré®

ZlAretino played an important role in promoting central Italian art in the lagoon. He was responsible for
attracting Rosso and Vasari to the city, B& avish,Giuseppe Porta32.
282 Aretino, Lettered e | |, &:180-3L; €heney Francesco Salviatil: 130131; 338, no. 6Hochmann,

Venise et Rom@.2 5 6 , note 46. For Salviati ds centrggitlayf i cance
andVenice see Xiaoyin Huang fAMichelangelo in Venice: A
Venice beforAk. 1bbhdsios,M QueeBds University, 2006, 49
#3Costamagnadi Por t raits o0fo33.] orentine Exiles

284 ppparently, the writer brought the portrait with him when he moved to Venice in 1527. It later entered
the collection of Alessandro Victoria, tf@mous Venetian sculptoSalviati may have produced a self
portraitintondoire mul at i on of Par nQogsitaannangonbas aitongleieersin uirohna.t t h e
ritratto di un pittored | i s t esikteanthceraurylineentary (BAV, Fondo Salvia@41, fol. 9 recto) is
possibly a small sefportrait by Salviati in tondo. He identifies this work with a portrait of Salviati
mentioned in an inventory of paintings in the collection of Cardinal Antonio Maria Salviati dated 1602:
fiUn altro piccolo qudro di legno con cornice dorate seacolori € ritratto delsal pittored ( BA YV, Fondo
Salviati, series 30, folio85rectopee Cost amagna, AlLe me@@A2d,thotest | a pol
38-40. However, the paintings referred to in these sepanatiges do not seem identical to me. The first
one is aondettoportrait of an unknown painter; the second is a smaldroshowing a portrait of Salviati.
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In the year of his arrival in Venice, Cecchino painted a poufdits friend and
protector, Aretino, who sent it to Francis | with his fam@agpitoloal Re di Francie®
Towards the end of the poem, Aretino comments on his portrait by Salviati:
Now to conclude this story, and the tale
from the whimsy of my imagination, | send you my lifelike effigy, so that you can
see, with what sincerity | know how to speak well of goodness, and badly of evil. In
every otheiperson, God put the heart in the breast, in me
he put it on the brow as
you can see, my refuge
(lines 220233)%°
The portrait is now lost, but it
probably resembled the woadc -

likeness of the poet in théfe of

the Virgin Mary published by .
Francesco Marcolini in Octobe Figure 3.14Titian, Portrait of Francis |

Figure3.13, Francesco Salviati, p :
Portrait of Pietro Aretino Woodcut 1538. Musée du Louvre, Paris.

1539 (FiguréB.13).287 In the 1539

printed portrait, Salviatiseda rather archaic format, showing the poet in profile with a gold

®vasariMi | anesi, 7:19. The gift of Ar eweéralkelys portrait
intended as a reminder of a yearly pension Francis | promised but delayed in rewarding.
2¢The poem has been translated into English and cited in full in Jandk€wick, The Collection of
Francis I: Royal Treasure@ntwerp: Fondsviorcator, 1995), 934.
#pietro Aretino/La vita di Maria Vergine di messer PietAretino(Venice, 1539). The design for the
woodcut portrait, previously credited to Titian by William Suida and Fabio Mauroner, was first attributed
to Cecchino bycTavish seeGiuseppe Porta36-37; see also, Hochmanim,Fr ancesco Sal vi ati
V e n e 57.Ehe gainted portrait and the woodcut likeness were executed in the last months of 1539; it is
likely that they resembled each oth&¥illiam R. Rearick, however, suggestat a highly finished portrait
drawing in black chalk at the Uffizi (GDSU, inv. 621 F), showing Aretino in a threater view, reflects
the | ost portrait more closely, see fiFrancesco Sal v
1 5 4 0 sFraidcescorBalviati et la Bella Maniera: Actes des colloques de Rome et de Paris €DIB)
M. Goguel, P. Costamagna and M. Hochmann ( Rome: Ecole Frangaise de Rome, 2001), p. 460 note 15.
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chain around his neckut itwas one common for author portraits in printed books at the time

The profile format isighlyu n u s u a | i painteSpartraitureshowiev@rdDavid McTavish

suggests that it may have been chosen to matdPatiit of Francis | (Figure 3.14execued

by Titianand also commissioned by Aretiff§ Sent by Aretino to the French king the year

beforeTi t ipartrabwsas based on Cel lini s ,folbwmm@us medal
convention, Bows thesitterin profile. | n = Ti t i a n 0 serfacesrright, andih, t he r

Sal vi at i 0s ,Ardinomayehave fgblefttas ibhe was in a conversation
with Francis ° The two featurebighlightedi n A r et iirhe fursowas brewrand the

slightly parted lips vividly capture the psychological state of the writer and express his powerful
personality. Aretino appears about to speak to an invisible audience, at whom he gazes intently.

As in the Goldman drawing (Figure 3.4), Salviati also included in the background a curtain,
whosegrotesque knot is almost a caricature ofthe ppeh e s cour gikflagelfodgdr i nc e s
principed Ja,l  udi ng to his mal i ci oubsadclhyaroafc teewri laon.d hF
same publication, Francesco also designeéiranunciation aNativity and anAssumptiorf™°

The artistodés service was acknowl ehegrghesdesipny Ar et i
for the Assumptioris considered comparable to the works of Michelangelo and Titian. Aretino

was evidently pleased wit, lashéreuaed itie scsabdeguerd e si gn

publicationsof 1541 and 15434,a vita di Caterina Verginand hisLettere®*

Cechi nods major patrons in VenbgMainofcer e t he C

288 geeMcTavish,Giuseppe Portap. 37, note 31Cox-Rearick Collection of Francis | 243244, cat. no.
VII-7. McTavish also tentatively identifies the gold chain worn by Aretino in the woodcut portrait with the
one he received from Francis | six years before. Its appearance in the woodcut further links ibitiwaie p
painting sent to the French king. Aretino may have wanted to include the chain in his painted portrait as
homage to the benefactor himself.
#9The design of the painted portrait is shown inverted in the printed one, in which the poet fhees to t
right.
2% pavid McTavish first attributed the designs of these prints to SalviatiGaeseppe Porta35-36.
#Costamagndi Le m®c ®nat et |Ja pol847queteul 4urelle
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14891546) andsiovanni (15011593) as well as their younger brother Vettdhe fact that
Francesco Salviati was employed by the Grimani shortly after his arrival in Vedibédbael
Hirst to believe that the artist was invited to the lagoothbgeillustrious patrons to decorate
their family palace at Santa Maria Formé%aMarinoGrimanihad probably seen Ce
Visitationin the Oratory of San Giovanni Decollato awgihis stay in Rome between December
1538 and April 1539 At that time, he artist coulaasilyhave been recommended to him by
Cardinal Salviativho was a friend of both Marino Grimani and his younger brother Giog&hni
Marino, Giovanniand Vettornwere the grandsons of Doge Antonio Grimani (:4823), whose
success as a tradesntadcreated theastfamily fortune. Members of the Grimani family also
held important ecclesiastic positicinspapal Rome. Cardin8lomenicoGrimani (14611523),
theson of Antonio Grimaniwas almost elected pope in 1528 well, the family possessed the
Patriarclateof Aquileia, northest of VeniceDomenicoGrimani, the first major collector of the
family, had built up an impressive collectionilidiminatedmanusgripts and classical antiquities

% the major part ofvhichwas inherited by his eldest nephew, MariffoBecause of

in Rome
the familyd strong ties with Romeahe Grimani brothers wededicated to the promotion of
Romanmanierain the lagoon by collecting antiques and modern Roman art, as vigll as

employing artists fromRonf@® Dur i ng Sal vi ati 6s st aywasialsinVeni c e,

292 Hirst, fiThree Ceiling Decorationsi46.

23 |pid., 146.

YEFor Cardinal Domenico Gri manMari lcyn |l Rerniypyn Earaditn
Domenico Gri mani ' s L egalwynamffthe WarburganmdtCoukauld InstitastesVe ni c e,
41 (1978): 2182 4 4 . For the famiéeydsearitbicdl | edAi Banains ¥ani
the Palazzo Grimani at Apoo(198l) M%21li a For mosa, Venice,
*Marilyn Perry, fAWealth, Art, and Di s pduagyaftheT he Gr i r

Warburg and Courtauld Instites56 (1993): 269.
®Mi chel Hochmann, fFr an Eransesoo Sab/mtl (15L0863)io laBell¥ enezi a, 0 i

Maniera, ed. Catherine Monbeig Gogu#ilano: Electa, 1998) 5 6 . For the Grimani 6s
Centralltalian artists, see AnnalisaBrit ot , @ Fr a n c eosec IbPo8iichlevdi Giovanni mi ni at
Gri mani al c a p Franoekco HalviatiGriniatord: # poatificale di Giovanni Grimaads.

Maria Chiara Cadore and Annalisa Bristot (Milan: Silvana Editoriale, 2010614
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their servicé”’ In addition, he familyhad commissioned works from Giulio Clovio,eh

famous illuminator at the Farnese court, who mi@phavecontributed in the introduction of
Francesco to Giovanni Grimafif While in Venice,Cecchino was commissioned to work on the
Pontificale Grimanj an illuminated manuscript now preserved in tihédale del Fruili, Museo
Archeologico Nazionale (inv. ms CXVII?

For asalottoin the Palazzo GrimanBalviatiexecuté alarge octagondh oil onpanel,
TheAdoration of Psych&° The painting was complemented by four paintings by Francesco
Menzocchias well as a decoration of garlands by Camillo Meama®** S a | v pamdl had s
been removed from its original location by408and has only recently been recovefédA
chiaroscuravoodcut after the paintinglsogives us an idea of its composition, which recalls that

a®®® vasari

of theVisitationin San Giovanni Decollai@ndshowcasgsthe latest Romamanier
praisel S a | v Psydhdasittee most beautiful picture in Veni®é.Cecd i n gatbos was
apparentl y pl eas eashewastsdon askeeto dgecottte ceiting sfanatherr k
room in the palace, the Sala di Apolfd.In collaboration with Giovanni da Udine, who was

responsible for the stucco decorations, Salviati frescoed five scenes from the myth of Apollo:

Apollo Driving the Chariot of the Syrentral medallion)Apollo with the Delphic OracléApollo

®"For Giovanni da Udineés work for the Gri#ani famil
298 W. Bradley points out that Salviati wapwpil of Giulio Clovio, from whom he learnt book

illumination, The Life and Works of Giorgio Giulio Clov{bondon, 1891), 67 & 367.

9Francesco Salviati o la Bella Maniera20-321, cat. no. 132.

30v/asariMilanesi, 7: 1819.

301 CheneyFrancesco Salviati80-85; Mortari,Francesco Salviafil7-20; Hochmannyenise et Rome

260.

%2The recovered paneliscum¢ | y in a private collection, see Albe
6Psiche6 di Fr ances c oArtS\enetshiB @001): 94101p Bhe deeorative Bhemena ni , 0
of the ceiling decoration is also reflected in the drawings of Felice Giamie Chi ara Stefani, A

Felice Giani del taccuino 2604 dXdnihaniica995 164 o Nazi on
55; Hochmannyenise et Rom@. 260, not. 62.
¥Cheney, fANorth Italian Journey, o 341.

4yvasariMi | a n e s ill qual@ ottangjo®o.@on sdlo pitl bello senza comparazione di detti quattro
guadri, ma |l a pi% bell éopera di pittura che sia in
®FEor Salviatids frescoes in the Sala -#56. Apol |l o, sec
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Teaching théance to the Musethe Contest between Marsyas and Apdlledthe Flaying of
Marsyas Executed in emulatioof antique fresco ceilirgfound in Roman ruins, the paintings
show friezelike planar figures against a neutral red backgrourtte SaladiAp | | 06 s
combination of fresco and stucco was a novelty in Veati¢dhat date Perhaps because of its
distinctiveRomanita this type of decoratiowas notimmediately imitated by any Venetian
artists. A similar juxtaposition of fresco and stucco was eniployed in the decoration of the
staircases inthe Palazbe c al e and the Libreria nearly twent:
Palazzo Grimari®

Besides th&rimani and Aretino, Salviatilso received a commission from Bernardo
Moro, a Procurator of San Marco, to paint altarpiece for the conveahurchof the Corpus
Domini**” The Deposition(Figure 3.15)now in the Pinacoteca di Bretaad been thmost
accessibleepresentation of Salviati's work at Venice before its relocation to MilaB11 The
altarpiece is predominantly Roman in style as represented by the Michelangelestjheldimge
the instruments of the Passiohhe tonal unity of the altarpiece,wee ver , refl ects Sal
experience in Venic&® During his stay in the lagoon, Salviatsopaintedthe Madonna and
Child with Saintdor the Camaldolese church of Santa Cristina in Bold§h@healtarpiece’s
conventional compositional scheme aisdParmigianesque figurdgrmonize with the

Bolognese styl&" These altarpieces are among the earliest surviving works on canvas by

308 McTavish,Giusepe Portg 40-41.
307 vasariMilanesi, 7: 19.
3% As observed by Hochman¥gnise et Rom@65. Hochmann further indicates that Salviati may have
been aided in his execution of the altarpiece by Andrea Schiavone, who was much influenced by the
Fl orentinedbés wor k.
39 vasari, who was doing some work for the Camaldolese, may have supportedi Segaining the
commission to paint the altarpiece, see McTav&hseppe Porta31l.
30CheneyfiNor t h | t al i-248 Mdlinda SchligFyanc@scaSaldiati and the Rhetoric of Style
(Baltimore, Maryland: Johns Hopkins University, 199923-93.
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Salviati.?*

Also executed on canvathe Portrait of a Manin the National Museum of Western Art,
Tokyo (Figure2.31) can be associated with Salviati's Venetian sojoulmstead of the half
length format he used in Rome, Salviagireexplored the three
quarterlength format with the subject standing next to a table
popul arized by S ebrmag ofa ldumanis(d. e |
1520, Figure2.30.%* The realistic rendering of the lustrous green
curtain is similar to that of the elafadely patterned cloak of Saint i
Nicholas in the altarpiece for the Camaldolese convent of Santa £
CristinainBolognaThe sumptuousness of

vestments is the most Venetian feature of this otherwise

conservativesacra conversazione

Figure3.15, Francesco Salviat
. . . Deposition 15391540. Oil on
The siter of the Tokyo portrait remainsiknown Bernard canvas, 322 x 193 cm.

Pinacoteca di Bra, Milan.
Berensorsuggested thatemay beEr col e |1 | dO6Est e, vuke ot1 Ferrar

(15081559)**® The sitter, however, appears more likely to be a man of letters instead of a
prince. Costamagna proposed that the man mayum@ascitoin the circle of Pietro Aretino

emphasi zi n gcormpostiogbsomildrity \aith thadosT i t iParinad of Benedetto

31As a support for paintings, canvas was more commonly used in Venice ttentral Itlay. Some
believe that Salviati started painting on canvas during his Venetian soy@sari indicates otherwise.
Salviati painted on canvas shortly after he entered the service of Cardinal Salviati in Rome in 1531. The
painting shows a French nobleman hunting & hivhich took refuge in the temple of Digrseee Milanesi,
7:11 Raffaelo Borghini also mentioned this painting in his account on Salviatill sg®so, trans. and
ed.Lloyd H. Ellis Jr. (Toronto: University of Toronto Press, 20035.
% 0r Sebast i abPodraitbialHunRanis{Figbre H36)see chap. 2, pB1-52.
313 Bernard Berensoritalian pictures of the Renaissan¢@xford: Clarendon Press, 1932), 424.
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http://upload.wikimedia.org/wikipedia/commons/6/69/Francesco_salviati,_compianto.jpg

Varch (Kunsthistorisches Museumm, Vienri&).In my opinion, the sitter was probably
Antonfrancesco Doni (1518574). The facial features of the man portrayed in the Tokyo

painting correspond closely to those of Doni, as shown in the ppotéditincluded inthe

writerbés second book of | et t2l6)sDaoruibdsi sphoerdt riani tF
was probably based on a design by Salviglkie sitter of the Tokyo portrait appears again in the
crowd of onlookers in the midieg
ground of theResurrection of
Lazarus(Figure3.17) by Salviati**®
In fact, the remarkable similarities
among these three portraits suggest
that they are probably based on the
same design.
; ; Figure3.17, Francesco Salviati,
However, if the SUbJeCt of Figure3.16, Francesco Salviati Detail of theResurrection of
Lo . . Portrait of AntonfrancescoDor Lazarus Galleria Colonna, Rome
the Tokyo painting wreindeed Doni iy Lettere del Doni Libro
Sec_ondo 1547 Biblioteca
and the portraitvereexecuted in Nazionale Centrale, Florence,
Inventory Pal. 2. 10. 47.
Venice during Sa. .. ... _-_ ..s11, I T I S
unlikely that the work was painted in the presence of the subject. It is generally believed that
$Costamagndi Por t raits ofo3Bbor@nti maedExpbesr aild0,0f Varchi

exactly
of the other way around.

contemporarjyotomnSal@eadchidso¥¥enwadrilnmay have

315The Colonna painting is recorded in a {ateteenth century inventory of the Salviati collection in
Florence. If the painting was executed in Venice, Francescohmausttaken it with him on his return to
Florence and given it to Alamanno Salviati (151%71). The Colonna painting is generally attributed to

Francesco Salviati and dated to 184% 4 8 .
Roman sojarn (15411543), sedhe Medici, cat. No. 35, pp. 16271. FollowingSaf ar i k 6 s

Goguel, however, dates the pe¢

opinion

Costamagna believelsat the bearded figure among the crowd is a portrait of Alamanno Salviati, see Rome

and Paris exhibition, p.158, cat..no 4 2 .

Doni 6s presence in the Colonna

there is no evidence that suggests Doni was associated with the Salviati family in thet@53i@s$s not
implausible that he, a native of Florence, was acquainted with Alamanno.
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Doni made his first trip to Venice in April 154dndby then Francesco had already returned to

Florence®

There is a chancéoweverthat Cecchino and Doni had previously met in Florence.

Three years younger than Salviati, Doni was also a native of Florence. In his informative preface

t o D b bisedgne Mario Pepe suggested that titerato may have received some training in

design and goldsmithing in the bottega of Michelangelo di Viviah&rom his youth, Doni

consciously cultivated friendships with artisi®hie young men may have met in thte 1520s

through Bandinelli.As early as 1529, Doni was referred to as a good friend of Bandinelli, to

whom Salviati was apprenticed during 1828273  In the first half of 1539, while Salviati

was visiting his native city, Doni was serving as a mainthe Santissima Annunziatd. Doni

may have actively sought Salviati és acquaintan
patronage and opportunities beyond the monastery and FIGf&rde . must have considered

Veniceasone of his potential destinahs. In order to solicit protection from Aretino, Doni

wrote him a letter in 1538, c PaThefiokygportrsitms el f a
(Figure 2.31)may have been an expression of friendship from Doni to Aretino executed in

Venice basedohi f e studies done in Florence. Sal vi at
for a period of timeasits influenceappear to beeflected in the work of Paolo Veronese, such as
thePortrait of a GentlemaiGalleria Colonna, Rome), which also faasia man standing next

to a table covered withBurkish carpet,beneath a green curtain in a threaterlength format.

31%|n 1544, Doni published two books, the first volume ofltéstereand aDialogo della Musicain
Venice; see Grendlegritics of the Italian World52.
317 Antonfrancesco DoniAnton Francesco Doni, Il Disegned. Mario PepéMilan: Electa, 1970), 13.
¥8|pid., 1213. Doni i s ment i oMendriale423.Bandi nel | i 6s
#%Doni seems to have stayed in good terms with the Servite monks of the Annunziata. The author
dedicated his second book of letters to Agostino Bonucci, the Servite priot.etdere @&l Doni: Libro
SeconddFlorence, 1547).
3%Grendler Critics of the Italian World52. Doni left the monastery in Florence in the early months of
1540 and travelled north to Genoa.
324bid., 50. The letter was published by Marcolini in Venice in 1552.
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Although popular in the Romanophile circle, Salviati probably did not find enough work
in the lagoon to keep him ther@t the beginning of 154Qhe artist started to consider finding
employment elsewhere. Through the intermediary of AretindPandb Govio, Cecchino was
recommendedtd| f onso dobéAval os, Béskethegpmworsaf Giavioand f Mi | an
Aretino, Alfonsowould haveseen at least orexampleo f t he ar tthesvoodlaitopor tr ai t
Aretino (Figure 3.13)ncluded in thelife of he Virgin Marypublished in the previous year. The
bookin factwas dedicatedtMa r i a d 0h® spaupeooh a
Alfonso, who must have read¥? Significantly, Salviati was
hired as a portraitisandwas to execute twelve portraits on
canvas based on medals provided by Gid%idn his letter to
Aretino, Giovio also mentioned arrangements for

accommodation and an annual orsignth salary for the

4324 ;
artist”” However, for some reason, Francesco didgaato Figure3.18, Tintoretto,Self

. . .. . Portrait. c. 1547
Milan, but returned to Rome in 1541. The commission did NOpPhiladelphia Museum of Art

Philadelphia
come to fruition untif much 1ater 1 n salviatiéo
Francesco Salviati left Venice in late 1540 or early 1541. His style was perpetuated by

his disciple, Giuseppe Porta, who chosete mai n i n t he | agoon. Cecchi

322\IcTavish,Giuseppe Porta37.
32Cheneyfi Nor t h | t a B4R;Rrite ZinomermanePgo)o &iovio: the Historian and the Crisis of
SixteenthCentury Italy(Princeton: Princeton University Press, 1995),-168.
32%|n a letter dated 24 February 1540, Giovio mentions the twelve portraits that Salviati was commissioned
to execute and the arrangements for his arrival in Mii@hpoi scrissi da Milano circa al condurre al
servizio del signor Marchede ® e ¢ ¢ e | tesca $aliatiFquad per essaspettato da Sukccellenzia
doveria venir e.nuladsuavenhtd hooolumsoriveeguesighoche parole, a ciche le
dicate, e stisolva. Prima esso mastro Francesco avra le spese cajiswine in @sa dimesser
loaniacomoRai nal do, al | 6 Amb rdelpdeta;paro oo avra Haaravgdtarsrin adtra d a
se non pingere e andare a passare tempo uccellallelgumedre. Esso farduodeci quadric in tella,
secondo | 6es ermgldaroe Sargmgatodellsalago de un anno forse in seiesi, perché
so chememera le mani; e ibo concluso con SuBccellenziachesipaghino li ritratti di mano inmano ad
iudicio mio.é 0 The passage is quoted in Roberto Bartalini
degl i u o mProspettivad1492:($968) 18 |,
3% g5ee chap. 5, pp. 1701
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certainly contributed to the spreading of Cenltalian Mannerism to the lagoon, though Giorgio
Vasari 0s arrival in Venihysomdohavé haDagreatenbnpact 154 1
on Venetiarart3?® After his departure from Venice, Salviati correspeddith Aretino, who
continued to promot e t%hlae1545 GecchinoSentthewriicapy i n t he
of theConversion of St. Pauéngravedy Enea Vicafter his design®® Aretino showedthe
print to both Titian and Sansovino, who praised the design. The poet also répattieel print
was so popular that many people hurried to his house to%2e it.

It has been frequently hinted that Salviati may also have influgheegbung Jacopo
Tintoretto (15191594). Deeply interested in Centitdlian art(particularly the works of
Michelangel9, thetwentyyearold Tintoretto could hardly ignore the presence of Salviati in
Veni ce. I n Rodol fo Pafl |l Ticet oii &étst ot uly ©Oommdrret
knowl edge \sitatiddia thesOradoryiof@San Giovanni Decollato as well as the two
altarpieces Cecchino executed in VenitePalluccini also points out that the psychological
intensitysopoTinbotettredeal s t¥hei Veonkefti and®s de
Portrait (Figure3.18 s hows the artist in a posPertrastdfmi | ar t

a Goldsmith holding a Female Figurir{gigure2.12) probably finished shortlipefore the

3%HochmannyVenise eRome 267.ForVasar i 6s Veneti an s ojfidGu romr gs eoe Viawsalrr
V e n i Budington Magazind03 (1961),506 09 & 51 1; David McTavi sh, ivas
Giorgio Vasari: Principi, letterati e artisti nelle carte di Giogio Vaséflorence: EDAM, 1981), 10&10;
Hochmann, ibid., 26282.
“Tparetino,L et t er e 1:926227;2: 8487, 2 106101
zzSee Aretinods letter to Framterseas84Bhll damtté dated /
Ibid.
330 Rodolfo Palluchini, La giovinezza del Tintoreti@ilan: Guarnati,1950), 38. Pallucchini also
proposes that Tintoretto may have travelled to Rome while Salviati was visiting the lagoon38eeli37
my opinion, such a trip is unnecessary for Tintoretto to gain knowledge Wfdftationthat Salviati
painted in RomeThe composition and style of thdoration of Psycha the Palazzo Grimani resemble
those of the/isitatonand al s o of Rasing of loazadug Trinidd def Rrails, Rome.
Furthermore, Francesco likely brought with him to Venice some pepsrdrawings he did for his
Roman projects.
#¥l pid., 38. For Tintorettodbs possible knowledge of
Giuseppe Porta34.
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Florentine left Rome in 1538. Both sitters fix their eyes on the viewer, as if imparting secret

messages. The strong chiaroscuro further dram
The artistic exchange between Salviati and Tintoretto was probablgsidtted to the

formerb6s visit to the |l agoon. T hDBoni,ttomboma r t i st s

Tintoretto gave a seffortrait as a gift in 15537 In return, Doni dedicated an edition of the

Rime del Burchielldo the Venetiai®® As previously mentioned, Francesco Salviati and Doni

may haventeractedd ur i ng t he ar t i s inds89%b Fhe eorfinecton bejweenn F | or

Sal vi at i and Doni was renewed duril548§ Thdye writ e

shared tk patronage of Duke Cosimo | and the learned community of the Accademia Fiorentina.

Doni was surely familiar with thportraitsproduced by Cecchino during his second Florentine

period (15431548) andmay have informed his Venetian friend, Tintorettohisfworks33¢

332 Tom Nichols,Tintoretto: Tradition and Identityl ondon: Reaktion Books 919 9 ) , 7 6 . For Tint
association with theoligrafi, see ibid., 69 9 . Tintoretto and Doni probably

Venetian visit during 1544 5 4 6 , but their friendship reached its ¢
Florence 15491553).

*3bid., 76.

33See chap. 3, pd
3%Seechap. 4,p.244. The artist designed a frontispiece featu
second book of letters published in Florenc&aptember 1547 In the same publication, Doni included a
letter to Salviati, praising his fresco cycle in the Palazzo Vecchio.
3pavid McTavish also comments on Doniés contribut.i
Venice. He argues convincingly thaketpoligrafo must have brought with him copies of his Florentine
publications when he went to Venice in 1548. The illustrations in these books designed by Florentine
Mannerits, including Salviati, exemplified the latest trends of Central Italian styke typbgraphical mark
(Figure 4.14), probably designed by Salviati, featurirfgraale allegory of Truth seated on thencone
was reu s e d i rLa Ndovah Rildsafia (Venice, 1552), se&iuseppe Portal09110, note 76. The
device was first publishedidi er f r a n c e s clicGella (Flarenbey 15473 foriwbhich Salvivati had
very | ikely contributed anchap erpp. d4ldsi doni evidently Gel | i 0 ¢
remained on friendly terms with Salviati after he left Florence. ddlgrafo re-printed theBirth of the
Virgin, a woodcut after a drawing by SalbavVimdiMariai r st pu
Vergine (1539), in the Third Book of hika Zucca(Venice, Marcolini, 155%2). More significantly,
D o n i edaiptiath of the event published on the same page is obviously derived from -#nespire
woodcut , see David McTavi sh, Alllustration and Text
Low and Far TaeaRbok\WondGutenberg to thedwchip, eds. Johanne Bénard and Jean
Jacques Hamm (New York: Legas, 1996)332
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Iris Cheney believes that Salviati was not deeply affected by Venetjamdrthait
simply became one dfiemany styles that he could adopt at Will She credits the northern
I'talian characteri st i cso,wHosetpdingngsarancessotmis haveo r k s
seen in Rome, Bologna and PariftaAlazard,incontrast bel i eves t hat Sal vi at
Venice (15391 541) had profound si gn Heipacnsowtattheo t he a
unaffected poses assumedHiysitters, the brilliance of color and the interest in rendering
various kinds of surfaces r Edrtiindycntthedontraasn ces cod s
Salviatiproduced immediately after higenetianvisit, he experimented with a greater variety of
brushwork and a warmer palett€heseportraitshavea luminosity that is unprecedented in his
earlierworks.

By the time he left Venice in 1541, Salviati (Blgrover thirty) was sufficietty well
established to have attracted the patronage of such prominent personages as the Grimani family,
Pietro Aretino, and Al f ons oHedvasAkompdren $o,Titahh e Span
and Michelangelo by Aretino in hisfe of the Virgin Maryand Paolo Giovio calls him

340

fieccellenté*~ On his way back to Rome, Cecchino visited Verona and Mantugrdbably

saw Giulio Romanobs fresco cycle in the Palazz

33’CheneyFrancesco Salviafil: 130.
3| ris H. Cheney, fAFrances ArbBulBtm(1968)a349 6 s North I taly
339 Alazard,Florentine Portait, 166-169.
340 gee this chapter, p7&nd p. @, note 32.
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subsequentworK! The ar t i sbechisthefEtema @ity is reflected in a record of

payment dated 29 July 1541 foKing Pepinin the Vaticar’*

3.5 Brief Sojourn in Rome before Returning to Florence (1541.543)

Perhaps it was due to the lack of opportunities to executedasde fresco projects that
Salviati was extraordinarily prolific in the genre of portraiture after his visit to Vehiddt must
also reflect his rising reputation the field Several
important portraits by the artidatable to his rather brief
Roman stay still survive, including tiRortrait of Pier
Luigi Farnese(Figure3.19), thePortrait of Giovanni
della CasaFigure3.20), thePortrait of a Man of the
Santacroce FamilgFigure3.21), the Portrait of a Youth

with a Dog(Figure3.22), and thePortrait of a Boy

(Figure3.27). Vas ar i indicates th i ati O6s
second Roman stay, the ardso painted a likeness of 3%

), L e ¥
Giovanni Gaddi, the Clerk of the Apostolic Cameiadl & Figure3.19, Francesco SalviatRortrait of

Pier Luigi Farnese 15411542 Palazzo
portrait of Anni bal e &3%r (Reale Naples. er secr
34lyasariMilanesi, 7: 192 0 .Essendo poi venuto afastidiv i ver e di Vinezia a Franc
parti per tornare a Roma: e datmagira volta da Verona e da Mantova, veggendo in gnallemolte
antichitac he v sonlogomemeldidaGitulai o Romano, per |l a via
Vi gi unselodanFnoor 1&Gi4ull i o Ro maseeJarset GoRd d ruiemkc,e fobBe ySand dr i -

Ecelcticism: Salviati and Giulio Roman, OFrancesco Salviati et la Bella Maniera: Actes des colloquies

de Rome et de Paris (199&ds. C. M. Goguel, P. Costamagna and M. Hochmann (Rome: Ecole Francaise

de Rome, 2001), 36870.

34 ibro del tesoriere segreto, 1540, 43, p. 29, |, documeneduotbo y Al bert o De Zahn, A No
tratte dal |l 6 Ar c hArehiviostoBoetgliane seo 3, Vlgt. li 1867 npol8&8ee Cheney,

ANorth I talian Journey, o6 338, note 11.
$yasariMilanesi, 7: 20. Amemberof thefuorusciti Giovann Gaddiwas well acquainted with
Fl orentine artists and I|literati i n Rome. Menti oned

goldsmith he also worked closely with Sebastiat®dPiombo. The priest was the patron of a number of

writers swch asBenedetto Varchi, Lodovichlartelli, Annibal Caro and Pietro Aretino. A close friend of

Michelangelo, Gaddi also knew Jacopo Sansovino, NiccoloTribolo, and Polidoro da Caradaggiov i at i 6 s
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Unfortunately, neither can be securely téhtmday®** Survivingexa mpl es of Sal vi at i ¢
from this period constute ahomogerousgroup shoving affinities in composition, pose and
paint handling. Together, theyealsohighly informativetoourunder st andi ng of t he
development as a portraitist. After his return to Rd&adviaticontinued to use the thregiarter
lengh fomat that heseems to havirst adopted in VeniceThe portraits from tperiod are
oftenlit by an external source from the upper leftcomdri ch casts the right s
faces in shadowndmakes the heads almost sculpturat this timeg Salviatialso explored the
incorporation of emblematic elements, which he usually inserted at the lower left corner or in the
distant background

Upon his return to Rome, Salvialisore-established himself at the Farnese cdtiras
the chief painter in Pier Luigiés househol d, Ce
patronds triumphant entry into Castro in 1543.
tapestry series depicting scenes from the life of Alexander that Grawv in Naples) Salviati
must have painted tHeortrait of Pier Luigi Farnes€15031547, Figure3.19) during the winter
of 1541 or 1542, since the painting demonstrates strong Venetian characteristics, and shows the
duke wearing a fur codt® Naturalson ofPopePaul IlI, Pier Luigi was a mercenary military

leader known for his cruelty and ruthlessnegsowas made the Duke of Castro (15B545),

portrait of Gaddi must have been executed betweenthesatt6 s r et urn to Rome and t hi
October 1542 Although it is believed that Sebastiano del Piombo painted a likeness of Gaddi aided by

Mi chel angel ob6s design, ther e |seeHirsiSebastino ddbidmbg r ecor d
p. 110, note 87; CostamagfiaP or t r ai t s of FI or e nAnhibale CEowadalss , 06 p. 34
active at the court of Pier Luigi Farnese during Ce
surely interacted frequently.

344A Portrait of Annibale Caraattributed to Salviatiormerly in the Schéafer Collectiazan possibly be identified with

the |Ilikeness mentioned by Vasari. But this portraitds p
Salviati be ascertainedsee Figure 7, under cat. no. 10.

¥%°3alviati was employed by Pier Luigi Farnese between 1536 and 1538. His service was interrupted by his

north Italian sojourn.

348 The portrait demonstrates influences of Venetian style; it was attributed to Titian iFO®énventory

of the Duke of Parmaéd6s painting collection. Foll ow
in 1987, see Giuseppe Bertiha Galleria del Duca di ParméBologna: Nuova Alfa, 1987192193 cat.

no. 311.
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Parma (1548.547) and Piacenza (154547). The fact that theortraitwas executed on canvas

alsosupppt s t he dating of it tiwomeSiatdlywafteahisusé efthse c ond

supportduring his Venetian sojourn. Employing the thepgrterlength format, the artist

depicted his patron in civil ilaempormaitY Thee i nstead

composition of the painting is remarkably similar to that ofRbédrait of a Man of the

Santacroce FamilyFigure3.21), andbothinclude a green curtain at the upper left cofffeThe

dukebds fame as a noibythetpresence df thesdbdt@yon which he restauhtse d  t

right hand. T h bandliny bflpaineam beedetextied intthetvisitde rbraish work

on the dukeds garments and

used an exceptionally warm palette and the style is painter
Around this time Salviatimust have also painted

portraits ofthe literati in the circle of his Farnese patrofhe

Portrait of Giovanni della Casérigure3.20) is likely a

surviving sample. The Tuscan poet and writead beenn the

services of the Farnese family sirkce33/34 Cecchino and

Giovanni must have known each other from around 41538,

Figure3.20, Francesco Salviati,

. . . Portrait of Giovanni della Casa
when both Cecchino and the sitter were present in Rome arysthistorischesuseum, Vienna.

34Titian painted aortrait of Pier Luigi with a page in c. 1546 (Museo di Capodimonte, Naples).

348 Green curtains frequently appear in paintings executed by Salviati during his second Roman sojourn

(1541-1543). The inclusion of curtains is not restricted to portrait@adviati painted a green curtain in

the background of theladonna and Child with St. Ar{Galleria Nazionale di Arte Antica, Rome), datable

to 1541. The painting was recently cleaned and attributed to Francesco Salviati, see Alessandro Cecchi,

AUn ndiowiont o del Sal vi ati n al [Parag6re Arteé (2014), 4M4. z i onal e
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serving the Farnese family. John Shearmanradses thatGiovanniddla Casa was the patron

who commissioned théisitationof 1538 in the Oratory of San Giovanni DecolltbThe artist

andDella Casa must have seen each otheraftenr i ng t he arti s?t\Whle second
the painterljtreatmenbf the brocadestill reflects the artistbs Venet.i
modeling of the head shows that Sal\dasi -integration into theentratltalian mode.In fact,

the rendering of facial features in the Vienna panel predicts the poofriitt e ar t i st 6 s sec
Florentine period. Della Casa is shown frontally with his head turned slightly to the left.

Although the drawing of the right hand is a bit clumsy, his

nervous but penetrating gaze reveals the psychological ste
of the sitter. Instead of appearing sereme selfcontained
(asdot he sitter s of DeBarCasa iz shownm
restless and tense. Costamagna interprets the formal
simplicity as a lack of artistic ambition and suggests that t
portrait was produced rapidly to be sent to friends and

351

political allies?" The existence of a copy at Hampton Cour

(inv. 1421; oil on panel, 65 x 45 cm) seems to support

Costamagnad’ argument .

Figure 3.21, Francesco Salvid®iprtrait
. . of a Man of the Santacroce Family
Stylistically closest tdhelikeness of Della Casa Kunsthistorisches Museum, Vienna.

(Figure3.20, thePortrait of a Man of the Santacroce Fam{Rigure3.21) was probably

34%John ShearmarThe Pictures in the Collection of Her Majesty the Queen: the Early Italian Pictures
(Cambridge: Cambridge University Press, 1983), 218.
%0 seeibid. Giovanni della Casa was in Rome during the period. He had b&orémcebetween
February and March, 1541, negaitigtthe issue of tithes on behalf of the poffeo n t o Pontraittos
Giovanni della Casanow in the National Gallery of Art, Whamgton, was probably painted during
Giovanni 6s visiti to Florence.
#®Philippe Costamagna, AP ®aphaelaCellinis& aikénaissancerBanker:theme Ex i |
Patronage of Bind@ltovit, eds. Alan Chong and Donatello Pegazzano, et al. §Bostabella Stewart
Gardner Museum, 2003339.
%% or the Hampton Court copy, s8hearman, 198217-218, cat. no. 230.
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executedabout the same time. The inclusion of Begrizi Amazonn the background associates

the otherwise unknown sitter with the Santacroce family, the owner of the sculpture during the

sixteenth century>® The Patrizi were descendants of the Santacroce family, from whom they

probably inherited the sculptut¢. Thepr esence of the statuette prob

interest in collecting antiques. Unlike the earlier likeness of a gold$Righre 2.12)in which

the sitter is shown holding a female figurine, sitéerin the Vienna painting does not irdet

physically with the sculpted object, which stands on a strange platform behin&irated

under the green curtain, the statue appears as if it is a vision in the mingittetivisualized by

the artist. The statuettexecuted in grisailles located in an area of the painting that has been

damaged. Thus, the surfacen@v rather smooth and shows no traces of the energetic brushwork

characteristic of Salviain contrast to thelatformthatis rendered in a very painterly manner as

if it werea snowfield. It is possible that the statue of the fallen Amazon carries some emblematic

meanings that we fail to decipher today. The Amazons were a nation of female warriors in Greek

mythology and are described as having mesmerizing beauty. The ftagyr&atuette of a

defeated Amazon in the Vienna portradesiremay sym
Sal viati és appl i cat iRonrraitoffa Manmoithe Bdantaaroad cont en

Family (Figure3.21) suggests hiknowledge of Broni noés early portraits, i

33Voss,Malerei der Spatrenaissancé: 24344; Mortarj Francesco Salviatp. 152, cat. no. 131For the
Patrizi Amazonsee Solomon ReinacRgpertoire de la statuare grecque et romaib@d7), 2: 326
Kat hl een Christian, AFrom Ancestr al C uAnmak detao Ar t : T
Scuola normale superior di Pigad (2002): 26362, also p. 269, e 65 ThePortrait of a Man from the
Albizzi (?) Family(Figure 15, under cat. no. 15)time Worcester Art Museum may show the same ser
the Vienna painting. The sitter of the Worcester portrait resembles the subject of the Vienna portrait,
thoughthe former appears slightly older. The Worcester painting is also currently attributed to Salviati at
the museum, but it does not appear to me to be autograph. The artist of the Worcester work almost
certainly knew Sal vi abdeliedthe\pose of theasittegr and the campbsjtion®n nc e he
Cecchinobds wor k.
#Mortari, Francesco Salviafip. 152, cat. no. 131The Santacroce Publicoldaimed descent frore
Roman consw/alerio Publicolawas a powerful family in Romel h e f aantigue gofiestion was
initiated by Andrea Santacroce between 1450s and 1460s and expanded by his nephew Prospero at the end
of the fifteent h Ancesirdl Quitsyto Ad MBreae, Frahbesco Salviatip. 152, cét.
no. 131.
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frequently includedn a similar manne?® For example, itthe Portrait of a Young Man with a

Lute(c. 15331534, Uffizi), Bronzino included an inkwell in the form of Venus conwig of her

bath or Susanna surprised by the eld®#s i n Sal viati 6s portrait, Br
actively interact with the sculptural conteand,in fact, seemmtentionallyto avoid contact with

it by looking intently in the opposite dirgan. The erotic associations of a beautiful woman

observed in the act of bathing are elaborately the presence of a quill pen lying between the

figure and the bowl. Its inktained tip suggests recent dipping. The placement of the lute and
themaner i n which it is held alPeortoaitaaManofthe er ot i c
Santacroce Famil{Figure3.2) , a s i nPofaitofra Xoumgdarswith a Lutéhe

presence of sculpture sets the tone of the painting and encouragesvidradwimvestigate and
ponderevery detail in order to decipheecreimessages and to gain a fuller understanding of the

sitter. The mutilated statuett@ay even have beenselfconscious reference to the limitation of
portraiture, which only shows amial likeness of the sitterThe presence of the fragmentary

object encouragrus to go beyond the deceptive appearance to obtain complete knowledge of the
sitterby assembling scattered evidenddese disquieting carriers of significance invite us to

undergo a processmilar to thatused by Cinquecento artists and men of letters to reconstruct the

antique, to which most of the sculptural elements in Mannerist portraits allude.

¥salviatimust have seen some of Bronzinods early portrai
half of 1539.

¥%Castor onze inkwells with antique sculptures are seen
Uffizi portrait. For example, an inkWealecorated with a replica of tfgpinarioappears in Pierfrancesco
F o s cPoitrdit®f Cardinal AntonioPucdf dat ed 1540) in the Corsini Gall e

influence on Foschi 6s portraituraee 6s:e ePiEerifzraabnectehs cPoi |
portrait of Ca rBRuiling®il Maganind8m(1988), €7&87c i , 0
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Similar in style and composition, tiortrait of a Youth with a Doffigure3.22 can
also be associatedwitha | vi at i 6 s s e c A highly fRishedhportrag drawog r n .
showing a youth of approximately the same iag@e Victoria and Albert Museulfrigure3.7)
is very likely a preparatory drawirfgr the present portraibutthe identity of the youth remains

unknown 3’

Costamagnauggests thahesitter of the
Portrait of a Youth with a DoffFigure 3.22was
probablyfrom an aristocratic family that had political
connections with Cardinal Giovanni Salvi&fi. The
small female figure flying with a crown in her hands an

the tree in the landscapémost certainlyrovide further

informationaboutt h e s ientity. eTheSessynibals

reappear in the up pTeiumphale al vi
Entry after the Siege of VEiil5431545,Figure4.3), in Figure322, Francesco SalviatPortrait of

) ) ~ a Youth with a DogPrivate Collection, )
which Cosimo | ded Medi cFlorence. e gu

Camillus and is crowned byfigure of Victorysimilar to the one included in the portrait. In the
fresco, Cosimo/Camillus gestures to a tree with broken trunk and a sprouting branch which
represent the Medici family emblethebroncone The sapling in the background of the portrait
also has a br@n trunkandmay very well refer to thbroncone The inclusion of a dog likely

alludes tahe faithfulness and loyalty of the sitter to his master. The youth portrayed may have

%7See chap. 3, pp. 712. Mortari considers the portrait drawing in the V & A an autogrbpiSalviati, but
does not associate the work to any specifip er i od i n ,teblFeancasca Saleidtipd227, catar e e r
no. 332 Philippe Costamagan dates the V & A drawing to 15823, and associates it with tRertrait of
a Man of the Santacroce Fam{llyigure3.21), see his entry in the Rome andiBa&xhibition,p. 232,cat.
no. 87. For further discussion on the connection between the painted likeness and the portrait drawing see
cat. no. 41.
8Costamagnai | | ri 49r attista, o
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been a courtier / poet serving at the Medici court, pledging his allegiance hi s mast er 6 s |
the sitterdés association with the Medici is tr

of Salviatios se*®ond Florentine sojourn.

%% or further discussions on the identity of the sitter seenca®, pp. 28-210.
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The female allegorical figure holding a crown of laurel at the top left corner probably
personi fies Fame, pasdiblditechiy pugsuist butasta ltypehesalgdrecadisc t 6 s
the Angel Gabriel in th&nnunciatiorwoodcut designed by SalMan 1539f or ArLat i no 6 s
Vita di Maria Vergine The painting is the earliest surviving portrait in which Salviati included
an allegorical figure.The practice of inserting allegorical figures in portraiture was relatively rare
in central Italy duringhe first half of the sixteenth
century buta
famous precedent
can be found in
Parmigianind s
Allegorical
Portrait of
Charles V(Figure
3.23), painted in

Bologna in 1529

300n the occasion Figure3.23, ParmigianinoAllegorical Figure3.24, Francesco Salviatlustice
_ Portrait of Charles V 15291530. delivering InnocencePen and inkinv. 1366
of the coronation  Collection of Rosenberg and Stiebel, N F Galleria degliUffizi, Florence
York.
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of the emperor by Clement Vi’ | n  C h a pdrtrits theVfanale allegorical figure stands for

both Fame, who crowns him with laurahd Victory, offering him a paltoranch®* Cecc hi no 6 s
knowledge of this particular work is revealed in one of his drawihggice delivering Innocence
(Figure3.24), datable to his second Florentine period.
The figure of Justice resembles that of Fame in the
portrait of Charles Vboth are winged figures entering
the composition from the top left corner with arms in
similar positions. efrienrdan
Giorgio Vasari, also explored the use of allggand
symbolsinthfeor t rait of Duke A
(Figure3.25. Painted dew years after the re
establishment of the Medici rule in Florence in 158,

portrait showing the duke in armour aimedttophasize

his absolute control over the citf'he baton that he hOIdSFigure3.25, Giorgio VasariPortrait of

] ) ] Duke Al essandrs8sde:
symbolizes his roles as the prince of Florenattae Galleria degli Uffizi,Florence.

0 galviatiis likelytohave known Par mi gAllegoricah Rodrait offEmpewmtharles & |
executed in Bologna (FiguR23). According to Vasari (Milanesi, 5: 229), the portrait was painted in
Bol ogna dur i meetingGithaOlemensV inlb63§. It was first shown to the Pope, who
recommended it to the Emperor. The painting | ater
Medici, who gave it to Ercole Gonzaga. It is uncertain whether Salviati had seerdinal by
Parmigianino. However, the artist must have heard detailed accounts of the portrait from his good friend,
Vasari, who travelled to Bologna to witness the coronation of Charles V in 1530. Vasari may even have
met Parmigianino in the city. asari probably had firdtand experience of the portrait of Charles V, which
was in the possession of Cardinal |l ppol i tho/adead i Med i
and Parmigianin® 136-137. Itis very likely that Cecchino had thepoptunity to view some samples of
Par migianinobés art through his connection with Vasa
admirer and collector of Parmigianinods lvgave ks . Acc
one of the three pafings presented to him by Parmigianindladonna to the cardinal, who also
possessed mamuadrettipainted by the artist in Romé&:he picture in the Rosenberg and Stiebel
collection is not considered autograph by all authorities. David Ekserdji@vdxlt to be a good copy,
seeParmigianino(New Haven: Yale University Press, 200643
%I\Maria Cristina ChiusaParmigianino(Milan: Electa, 2003), 95.
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captain of its armie¥? Duke Alessandro ialsoportrayed seated in a pose that recalls

Mi chel angel o00s scul ptural NewSatristyai t of Lorenzo

Cecchinobés north Iltalian jletaratiundoybtedynd hi s c
stimulated his desire to explore the application of allegorical figures in portraiture as imell as
large-scaledecorative program$® During his Venetian sojourn, Cecchino met Francesco
Marcolini, the welk nown edi tor, publisher and typographe
La Vita di Maria Verginefor which Salviati provided designs for the illustratid¥sSalviati
also contributed designs for a number of
allegorical woodcut illustrations such saude
andSaperd or Mar c olLesoitio s
intitolateg i ar di no (@he Oragee n ‘VERI 5
called Garden of Thought¥®®* Sal vi at i s

drawingJustice delivering Innoceng€igure

3.24) reflects his knowledge of the

typographical mark of MarcolinVeritas filia _ o _ )
Figure3.26, Veritasfilia Temporis printer

R . . Francesco Marcolinfjrst published in
Temporig(Figure3.26), asillustratedin Le Adri aen V@in:qulepmessasa‘ii.s

®Mal col m Campbell, fll Ritratto del Duca Al essandrc
Si gni f iGiomib dasabi: tradecorazioneambientale e storiografiaartisiicRonvegno di Studi
(Arezzo, 810 ottobre 198led. G. C. Garfagnini (Florenceet S. OlschkiEditore, 1985), 353.
*3surprisingly, Venetian portraits of the period seldom include allegorical figures. The exceptions are
Lorenzo Lottods portraits, in which emblematic el en
credits the Flonmatine exiles and Vasari with the spreading of the interest in allegories and emblems in
Venice,Venise et Rome92.
34 salviati also knew Michele Tramezzino, a Venetian publisher and an admirer of Michelangelo. The
artist supplied a design farSibyl, published by Tramezzino in Venice in April 1540. See McTavish,
GiuseppePorta, p. 38, note 33dochmannVenise et Rom@. 258, note. 51.
Al essandro Cecchi , edidfirl b, cieFsancescoSSalViati et éaBélla Mamag | i
ed. C. Goguel, P. Costamagna and M. Hochmann (Rome: Ecole Francaise de RofeZ200ke c chi no d s
pupil Giuseppe Porta signed the frontispieceesorti
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sorti** The device was composed by PiCaquemessky et i no

Adriaen Willaert published in 1536lpon his return to central Italy, Salviati became a pioneer in
allegorical inventions along with his good friend Giorgio Vasari, who also visited Venice in
1541/33%" Stefano Pierguidi recently revealed that Cecchimbgbly contributed to the

invention of Bllegony af Vemusbtise Natianal Gallsry, London (c. 154478).

Theincorporation ofa landscape in the background of Batrait of a Youth with a Dog

(Figure3.27) al s o r e frorthdtaliasn expaiéneei Ehe disfuisction between the

foreground and the background reveals knowledg

Portrait of a Collector(Figure3.10. The elegant gesture of the right hand that marks the lower
perimeterofhe pai nti ng al s oSelfRorraitlnd
a Convex Mirror(Figure2.34), which Salviati must have seen in
Aretinobs apar t mdaddnnaiofrthe Raseni c e
(Gemaldegalerie, Dresden). The painterly treatment of the tree i
the backgound resembles that of the landscape elemempatio
with the Delphic Oraclea fresco Salviati executed at the Palazzo

Grimani, Venice.

Towards the end of Cecchi

Figure3.27, Francesco Salviati,
painted &Portrait of a Boy(Figure3.27). Philippe Costamagna has Portrait of Gian Battista Salviati
c. 15421543 John and
MableRingingMuseum of Art,
Sarasota.

convincingly identified the sitter &Sian Battista Salviatthe

3% The typographical mark was first published in 1536 and reused in subsequent publications by Marcolini.

noos

Ro man

1

C

See Stefano Pierguidi, Sal vi ati as Book | |,dPdnsQuarerty26r(2009)257New At t r i
For a full di s clesosiseeMcTavishGMseppe Bortachap. B, pp. 64122,

¥'salviati s interest in allegorical inventions

letterati. For the artistds col | almifeaHeichemFrémcestorSalRati mi ngi o

and Rimigio Fiorentinp 6 Bur l i ngton Mag7@& i ne 121 (1979): 793

st efano Pierguiidliiafi@mpodai & edii t Bsanclerslmdel Mar col i n

Bronzino: 'l Cont r i Brtibuset Hisoriae26 (200%):d501d Sal vi ati , o
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nephew of Cardinal Giovanni Salviati and heithe Roman branch of the famif§’ Here, he

influence of Venetian painting Isginningtogivevay t o t he arti stods more |
Instead of the warm tonality in the Tokyo picture (FiguRiPand thePortrait of a Youth with a

Dog (Figure3.22), Salviati retursto the challike skin tone and the green neutral background,

which he used in his earli®ortrait of aMan holding a Female Figurin@-igure2.12). His

Venetian experience is ontgvealed in the loose brushworktoh e h el met . The arti
the Roman style not only demonstrates the subsiding of Venetian influence, but also manifests the
patronds desire to show tAtheugtiohForehtiyefgin,thes soci at i
Salviati were eager to establish themselves in R6M€he capricious desigof the helmet and

its pompous plumeg, o g et her wcili&in castanee, al implyt theatrth@mourserves

symbolic instead of functional purposes. During the Renaissance, armour became increasingly
dissociated from its utilitarian function of defense and was established as the highest form of

male ceremonial dreg§. The inclusion of the helmet, prongntly placed in the foreground,
represents the famil yd s’ Altsopgh €aadinal Giovantoccupled g her s
an important ecclesiastical position, the Salviati were considered only as bankers and merchants

373

in Rome®’” The presence of thsymbol of the chivalric tradition and the serious stance of the

boy indicates that the panmahy havdunctioned as a ceremonial portrait to be displayed in the

3%Costamagnai Por t raits of 33l orentine Exiles, o
$bid.
371 For the ceremonial functions of aonm, see Carolyn Springefrmour and Masculinity in the Italian
Renaissancéloronto: University of Toronto Press, 2010j7;6Tobias CapwellThe Noble Art of the
Sword: Fashsion and Fencing in Renaissance Europe:-1530(Verona: Wallace Collection, 2012), see
especially pp. 283.
3721n Cinquecento ltaly, inclusion of armory in portraiture serves to elevate thesiits s oci al st at us
Giovanni Paolo Lomazzoomplained in 1584 about the improper inclusion of amo portraits of
mer chant s amedanb ebanclEerntise non inaviderospadeignuda, a qué propria mente
siaspetta la penna e | | 6 o coela gotellaiatorno etil giornale davanti, siritraggonoarmati con
bastoni in mano da generélid fTratiatod e | | deléa pittuie, scoltura e architetturéMilan, 1584);
excerpted in Paola Barocchi,e8.c r i t t ed 6 ar t éMilahard Nflés R.(Ricaéacdpldnl @),
3:2743.
$%Costamagnai Por t r ai t s of 338.To enkande ithe mestigeof theeSalviati, the cardinal
allied hisfamily with the most prominent names by arranged marriages.
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formal rooms of the family palac&’ The presence of the helmet in the portrait also foregi®u

the maleness of the sitter because armour was perceived as a symbol of masculinity during the

Renaissanc¥® Cost amagna emphasizes the political nat

cardinal; his portraits of the members of the family and its alkeswged in the 1540s are

associated with Giovanni®s aspiration to the p
Vasar.i reveals | ittle about the circumstanc

1543. The biographer indicates that Francesco returned to Florence in stidigthie family

and friends’’ Vasari also alludes to the favourable situation for employment under the rule of

Cosimo linFlorencE® However, Salviatids correspondence W

artist apparently had a serious dispute withrhajor patron in Rome, Pier Luigi Farnese, who

may have imprisoned the artist briefly before the latter escaped to Fldfénce.

*"bid., 338.

375 Springer Armour andMasculinity 13. Sal vi ati al so expl ored armour 6s s
mature masculinity in a pesndink drawing in the Gray collection showing a boy dressed in antique

armour lifting a curtain, see David McTavish@may Collection: Seven Centurie$ Art, ed. Suzanne

Folds McCullagh (New Haven: Yale University Press, 2010224

3%Costamagnai Por t raits of 3383 rentine Exiles, o

37"\vasariMilanesi, 7: 21.

378 bid.

®Eor Annibale Carods letter to FrancescletterBal vi ati ¢

familiari, ed. Aulo Greco, 3 vols. (Florence: F. Le Monnier, 299861),1: 294296.
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Chapter 4

Francesco Salviati at the Medicean Court (1543548)

Following the assassination of Alessanitrd537, Cosi mo | cachetbehdbdd di c i k
of the Florentine government when he was eighteen. Born on 11 June 1519, the same year in
which the last legitimate heir of the main line of the Medici family, Lorenzo the Younger, died,
Cosimo was one of the few legitimate candidates terinthe Medici dynasty. Conveniently,
Cosimo united the two branches of the family; his father was Gioval@iBande Nere,
descendent of Lorenze&d&iovanni, the brother of Cosinfeater Patriae, and his mother Maria
Salviati was the niece of Leo X and a granddaughter of Lorenzo il Magnifico. The young duke
was a shrewd politician. Immediately after his ascension to the ducal thesugcessfully
defeated the army of the Florav fuoruscitiled by Bernardo Salviati and Piero Strozzi at
Montemurlo®*° In 1543, he regained control of the fortresses of Florence, Livorno, and Pisa,
obtaining military independence from the supervision of Charles V. During his reign, Florence
was tansformed from a city state into a territorial stdtke was made the Grand Duke of
Tuscany in 1569.

After a fallow period following the siege of Florence in 1530 and the rule of Alessandro
ded Medici, Duke Qimeperiobofrdstorationdanthehatts: Orme t h a

Cosimo Ihadbegun to stabilize the political situation of Florence, artists again perceived the city

3%For a comprehensive overview of the historical and political confeiorence in the early 1540s, see
Eric Cochranel-lorence in the Forgotten Centuries, 152800(Chicago: University of Chicago Press,
1973.
%1 Between 1530 and 1537, many artists left Florence to seek patronage els®ukseeFiorentino was
in Franceby 1530; Michelangelo left Florence in 1534; Ammanati, Cellini, Salviati, Tribolo and Vasari all
sought empl oyment el sewhere. See Deborah Parker, 0
Renaissance Studié3 (2003): 239.
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to bea place of great opportunif? To create the ambience of a
princely court, Cosimo employed a number of talentédtarof
Tuscan origin, including Baccio Bandinelli, Bacchiacca,
Benvenuto Cellini (who returned to Florence in April 1545),
Bronzino, Ridolfo Ghirlandaio, Jacopo Pontormo, Aristotile da
Sangallo, Francesco Sansovino and Niccolo Trib&ercisng

tight control over the cultural affairs of his sta@osimoactively

and systematically developed artistic talent to serve the ducal

Figure4.1, Francesco Salviati,
. . Portrait of Giovanni dille Bande
court. In order to train young artists, the duke made changes tiere c. 1546 Palazzo Pitti,

Florence.

traditional workshop practic®® Instead of the traditiomanaster
pupil relationship, in which the master paid the apprentices directly, even offering room and
board, the duke now paid for everything. The masiaweverwas to use the pupils to work on
ducal commissiongndas a byproduct, traieda new gearation of artists loyal to the duke.
This new system of artistic training wesployedn the workshops of Pontormo and Bandinelli,
two of the earliest artists at the ducal cétitCo si mooés desire tohisbring cu
control reached a clicxan 1563 with the foundation of the Accademia dedebno, a stateun
institution that glorified the duke as the princely protector of the arts.
Failing to get along witlPier Luigi Farnesehis major patron in Rome, Salviati returned

to his native city in the autumn @643, hoping to find employment at the Medicean c8tirt.

%2 David Franklin,Painting in Renaissance Florence: 150850(New Haven: Yale University Press,
2001), 214.
33The 1540s and 1550s were a transitional period from the traditional workshop practice to the rise of the
institutional academies.
34 Elizabeth Pilliod Pontormo, Brazino, Allori(New Haven: Yale University Press, 2001); 32
3%/asari(Milanesi, 7: 2621)me nt i ons not hing of Salviatids conflict
biography.Vasari 6 s omi ssi dmiwa<LhealeiyhemMfitheea Pagmldred 3adlve
in Giorgio Vasari: tra decorazione ambientale e storiografia artistica, convegno di studi (Aret9o, 8
ottobre 1981)ed. G. C. Garfagnini (Florence: Leo S. Olschki, 1985); 302
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And under the favorable patronage of Cosim8d|viatifoundample opportunitto display his

talent as a court artist. He executed three fresco projects in the ducal palace: the Camillus cycle

in the Sala dell 6Udienza on the second fl oor,
destroyed, and the ceiling of tkerittoioi n El eonor ads apartment. He
a series of tapestries featuring hFer i fe of J

theatrical performancebeproduced ephemeral decorations and designed stag@’sets.
Contributingto©@ si mo6s gl or i fi c at hepamteda posthimous Betcit ot i dyn
t he dukeds fadletBangde Nere Q498526 Figurietd.1)das well as likenesses of his
patrond® children.

The artist also participated in the Accademia Fign@nsponsored by the dukend
probably painted likenessesits member$® The background diis Portrait of a Florentine
Gentlemarin St. Louis (Figuret.2) contains allusions to the learned debates of the Aramaic

school led by Pier Francesco Giambrlend Giovambattista Gelli, which has led scholars to

¥Eor Vasarids |l engthy des Vasdribitanes,7: 2227 forttheseritt@loa mi | | us
seeVasarMi | anesi , 7: 27; for Salviat i-Milanesg®28i gn f or t he
Pontormo and Bronzino supplied most of the@ams for the tapestry series, while Francesco contributed a

design for thdnterpretation of the Dream of Seven Fat and Seven Lean Kine

¥'For the Carnival of 1546, Francescol aotdwihlealgst ag e
Tasso and Tholo. SeeAl essandr o Cecchi , -TH5830 Wramdsio Saviai Medi ci (

(15101563) o la Bella Manieraed. Catherine Monbeig Goguel (Milan: Elect898),62; Michel

PlaisanceFlorence in theTime of the Medici Public Celebrations Politics, andLiterature in the

Fifteenth andSxteenth centuriedrans Nicole CarewReid(Toronto : Centre for Reformation and

Renaissance Studies, 200823.

3% /asariMilanesi, 7: 27. Théortrait of Giovanni delle Bande Nehs Cecchino was recently

rediscovered in the deposit of the Galleria Palatina, Florence. It was restored and displayed in the

exhibition, Alessandro Cecchia memoria del padre: Il Giovanni dalle Bande Nere del Salviati ritrovato

(Livorno: Sillabe, 2019 1012. Accor ding to Cheney, all of Salviati 0:

lost, Francesco Salviati2: 451 Various portraits have been tentatively associated with the likenesses of

Cosimo | 6s children by Sraphysuchtdtheortmihdf a Ghidevithai n Vasar i

Carnationi n the Landesmuseum, Ol denburg. Some believed

See Luisa MortariF-rancesco SalviatiRome: De Luca Editori, 1991), p. 149, cat. no. 125. Mortari lists

theOldenburg portrait as an autograph by Salviati painted during his second Florentine sojourn. | believe

that the painting is a work of Michele Tosini instead.

389 Along with Bandinelli,Salviati became a member of the Accademia Fiorentirgldviay 1545. See

BMF, ms. B. lll. 52, cc. 25r. evsee Cecchii Fr ancesco Sa, 68&64rote®. gli editori
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believe that the sitter was a member of the Academy. During his stay in Florence, Cecchino also

collaborated with Antonfrancesco Doni, who published a number of laittkksvoodcut portraits
of authorswho weremembers of the Academy. Salviatiinselfmay have contributed designs
for the portrais of Giovambattista Gelli and Doni.

In modern times, numerous portraatsributed toCecchinchave been associated with his
second Florentine period’hese other attributions wepartly due to the lack of knowledge about
the works of lesser known artistdo were active in Florence in tlsecond half of the
Cingquecento, including Michele Tosini (150877),
Mirabello Cavalori (152€1572), Maso da San Fabriano
(15361571), Francesco Brina (before 15¥886), and
Gi an Paol o Pace c ai1598).dirisL
Cheney, for instanceisted eight portraits as the works ogs '
Salviatifrom 15431548 in her doctoral dissertation on
the artist” She observed that these portraits were le
interesting in surface texture and composition thase

Cecchino had produced in Rome after his reftom

Venice andshecriticized the lack of variety in the

Figure4.2, Francesco SalviatRortrait of a

L . Florentine GentlemanSt. Louis Art
background, pointing out that a number of the portraits Mmuseum St. Louis

featurel similar architectural backdrof® Her opi ni on on Cecchinoos

based on a group of portraits that | bedievas mainly painted by Michele Tosini and Francesco

p ol

“The eight portraits Cheney associ at ePortraiiofah Fr ances

Young Mar(Inv.-Nr. GG_1570, Kusthistorisches Museum, Vienn&grtrait of a YouthlMuseo Poldi
Pezzoli, Milan),Portrait of a Man(Honolulu Academy of Arts)Portrait of a Man(formerly in the Mond
Collection, London)Portrait of a Young Man with a Lett¢inv. 1581, Galleria degli ffizi), Portrait of a
Man (formerly in the Corsini CollectionRortrait of a Man with Cameén. 170, Galleria Colonna, Rome),
;iqu Portrait of a Man(Inv. Q 142 Museo di Capodimonte, NapleseeFrancesco Salviati2: 419
Ibid.
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Brina, whose works in the genre have been frequently confused with those by Salviati. Based on
first-hand examination, recent scholarly publications antbwgate information on the portraits
by Tosin and Brina, Irejectsix portraits thatveretraditionally linked to Cecchinand dated to
his second Florentine period, including tRertrait of a Manin the Museo Capodimonte
(Naples), thePortrait of a Manformerly in the Corsini collection (Florence), tRertrait of a
Man with Cameadn the Galleria Colonna (Romehe Portrait of a Youthin Museo Poldi Pezzoli
(Milan),thePor t r ai t of Du k enthékosllikencollettionfMédan), akicetloei ¢ i
Portrait of a Manin the Paul Getty Museum (Los Angs) 3%
According to Vas ar iofraits wereamanagtipeHirgt warkee Sal vi at i
artistexecuted after he returned to FlorefiteWhenCecchinowas seeking to work for the
Medici againheshared a studio with Francesco dal Prado in the Office of Works of Santa Maria
del Fiore. There the artist painted two portraits, one of Piero di Marcone and the other of
Avveduto del Cegid The likeness oPiero di Marcone, a Florentine goldsmith and friend of
Cecchino, is sometimes identified wille Portrait of avian holding a Figuring(Figure2.12)
that has been discuss&d However, stylistically, the panel is closer to the works Salviati
executedatthe end of his first Roman sojourn around 1538. The portrait of Avveduto del Cegia,

a dresser afiniver-fur, cannot baeowtraced. Very little is known of Avveduto; Vasari states

that he was a coll ector of-po@raicbgtheiartisd®®lsis wor ks an

392 For debates on the attribution of these portraits please refer to entries in the Catalogue. For the portrait
in Naples, see cat. no. 30; the portrait in the Corsini collection , cat. no. 21; the portrait in the Galleria
Colonna, see cat. no. 34; the pietin the Museo Polidi Pezzoli, cat. no. 28; the likeness in the Koelliker
collection, cat. no. 29; the Paul Getty picture, cat. no. 27.
3B vasariMilanesi, 7: 2122.
39 bid.
3% salviatiwas on friendly termsiith Piero di Marcone during his second Rorsajourn (15411543).
According to VasariNlilanesi, 7: 2621), the artist painted a birth plate, which is now lost, as a present for
Marconeds wife. The subject of the Roman portrait
Prato.
3% vasariMilanesi, 7: 22.
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uncl ear from Vasar i 6-portraitwastalsapaimedd inwhe getiod hortlyt hi s

S

after the artistods return to FI| opotraitbye i n 1543.

Francesco Salviati the panel in the Meeo Horne, Florendebut it isa late work, probably from
the 1550s. Alternatively, another independentelfrait is known to us through a late
sixteenthcentury copyprobably by an artist in tharcle of the Carracci brothe(®ffizi, Inv.
1890 n.1682)*" Thispanel can be traced back to the coll
late seventeenth centynyhereashe Horne picture has a Sienese provenance from the Patrizi
palace. Neither can be securely identified with theatfrait in thepossession of Avveduto del
Cegia. In hisll Riposq Borghini mentions only one portrait, that of Lorenzo Ubaldini, among the
works executed by Salviati during his second Florentine péfiodnfortunately, this work
cannot be traceelither

In March 1541, Cosimo moved the ducal court from the Palazzo Medici on the Via Larga
to the Palazzo Vecchio, the civic and poéticente of Florence and the former seat of the
republican government. The palace became t he
decorations of his residence, the duke commissioned fresco cycles intended to legitimize his rule
by analogy withheroes of the Old Testament, with Roman emperors and generals, as well as with
the ancient god$? When Cecchino returned to his native city in 1543, the palacelvessly
being renovated. Francesco had worked briefly for the duke indrbiB@ festivaldecoratiors
for the ducal weddingdout he left without completing the projecthis second timehe artist was

probably recommended to Cosimo by Alammano Salviati, the brother of Cardinal Giovanni

397 The Uffizi portrait had previously been identified withthegelb r t r ai t by Sal vi ati me
biography {: 22). Costamagna correctly pointed out this misidentification, see Rome and Parist exhibition,
p. 51, note 32

3% Borghini, Il Riposq 236. The author specifies that the portrait showing Lorenzo inléatfth was in
the house of his son Giovambatista by 1584.
¥JanetCoRearick, fAArt at the Cour tl507f4 YBeuMedti, Cosi mo |
Michelangelo, and the Late Renaissance FlorgiNew Haven: Yale University Press, 2002), 38.
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Salviati, Cecchinods c ithedake” Bromysaftea@etchimo arrivach d t h e
in Florence, he paintedHoly Family with Saint Johfor Alammang for which Battista Tasso,

then thearchitect of thepalace and a friend of the artist, carved an elaborate frame. According to

Vasari, the pairing was greatly admired and much praised in the*®ityt is likely that the

success of this work opendtkeway for Cecchino to renter the servieof the duke. Francesco

also found favor with Pierfrancesco Riccio (15[H64), the former tutor and tiheajordomo of

Cosimo | ‘“U4RdbcMedi was much involved in the duke
acted as an intermediary between the duke and his artists. With the help and recommendations of
Riccio, Battista Tasso, Cristofano Rinieri, @adldmmano Salviati, in October 1543 Francesco

procured the commissido frescothe stories of Furius Camillus (ca. 4365 BC) in the Sala

del |l 6Udienza on the sec%®itisevidenotiaby therfSalviativeas Pa |l a z z
highly esteemedyo hi s princely patron because the Sal a

room to be decorated after the duke moved into the p&ace.

“C“Al t hough Cecchinobds chief protect orfuprusGteamddhenal Gi o\

artist himself received important commisssofrom members of the Arllledicean party in Rome and

Venice, he did not show any pronounced political allegiance and seemed happy to obtain commissions for

prestigious projects regar dl #Mselisdaschlitt, AransespSalviations é p ol

and theRhetoric ofStyle (Baltimore, Maryland : Johns Hopkins University, 1pa129.

“lvasariMilanesi, 7: 2122. Francesco must have started working on the panel shortly after his arrival in

Florence. It was completed by 25 Augusti2swhen he received the payment for the work. See Cheney,

Francesco Salviatil: 160.

02 A portrait of Pierfrancesco Riccio attributed to Francesco Salviati is kept at the Palazzo Communale in

Prato. Given Ricci o6s i mgandhisanmdvenment s the duteeartistat t he Me

projects, it is probable that Salviati painted his portrait. However, the Prato painting shows Riccio at three

quarter length standing in front thfe Prato cathedral, of which he becaprepostoin 155Q Francesco

|l eft Fl orence permanently in 1548, by which time he

reproduction of the painting, the painting does not appear to be by Salviati. See JaRet@ok,

Brzoninods Chapel zoYecdiitiBerehey: Uraversity of CalifenialPPee$sal?93), pp.

9 & 350, note 6, 312, fig. 184.

“SvasariMilanesi, 7: 22Cecchifi Sal vi at j06lel i1 aVelddtctier from Lorenzo d

Pierfrancesco Ricci dated 9 October 1543, Pagni, on behalf of Cosimo I, asks Ricci to provide Salviati with

a list of noteworthy deeds of Camillus so that the artist can produce a sketch for the projeSatd the

del |l 6Udi enza, see Medi ci voATXl®hfoliw36l. Carteggi o dei Seg

““The Sala dell dUdienza is now t heSahiatigverfreseoadi | y acces
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Through historical analoggh e decor ati ve program was ai med
as well as provide legitimadgr his political authority. Since there was no extant artistic
tradition in Florence on which the duke could draw to express his authority, he borrowed from
papal Rome and from cl assi c#&ISadntiiaquidtsy dtehceo rfan
schemdhusowes much to the Sala di Costantino in the Vatican as well as Polidoro da
Caravaggi obds f a-satlk s &% patidularSdlviatgapplieehl Roneah
style to the main scene on the east wh# Triumphal Entry after the Siege of V@iigure 43),
which isordered as a frieziéke procession across the picture plane. The middle ground is
omitted and the background, consisted of a mountain landscape, is minimal. Marcia Hall argues
thatSalviah s del i berate stylistic “Uhhereletstylal so had p
because of its association to Roman imperialism, creates an authority which is particularly

suitable for stately public rooms | ike the Sal

““Kurt W. Forster, fiMet agyhoarnsd oHi sRuorey: iPnoltihtei cPaor tlrda
Me d i Mitteiludngen des Kunsthistorischen Institutes in Flor&641971):66; Marcia Hall After
Raphaé Painting inCentral Italy in theSixteenthCentury(Cambridge: Cambridge University Press,
1999, 219.
““During his first years in Rome, Salviati had rigor
McTavish recently attributed several pandink drawings after Polidoro in the Louvte Salviati, see
ANature and Art i n ntcle cba BesfenDawiagsd (BQL8): 20#98. F r a
“"Marcia Hall, fAPblkei 68neadoahs| Relioaf ofedRaphael 6s
Henk Th. Van Veenl-20 (Leuven: Peeters, 200H.
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The stories of Camillus, a second founder of Rome after the Gallic invasion, allude to the
triumphal return of théledici aftertheir exile**® Salviatievenincluded a portrait of the duke in
the guise of Camillus on the far left of tidumphal Entry after the Siege of V@igure 3.4). To
underline the anal ogy between Cosimobs Florenc
a sprig of laurel sprouting from a cut tree on top of a hill, to which Camillus / Cosimo seems to
gesture with his left hand. Theonconewasa Virgilian symbol used by Cosimo to represent the
continuity of the Medici dynasty after the dea
republican Rome, Cosimo
balanced his assertions of
power with references to
the Florentine Republit®®
Furthermore, the history of
ancient Etruria, where
Camillus fought, was at the

forefront of

intellectual currents in the

Figure 43, Francesco Salviatfriumphal Entry after the Siege of Veli543
1545 Fresco Sal a del |l 6Udi enza, Palazzo

very years that Salviati

painted his frescoes: it was evoked to promote Florentine dominion over Técany.

“%camillus was a Republican general who wiett exile after his victory in the battle of Veii. He later
returned from exile and liberated Rome from the Gallic invasi®he theme of the return of the exile was
awellk nown Medici topos; it runs thr ougvecchibadnghemods maj
1540s, including Bronzinods cycle of Moses and the
Hall, After Raphagl222.
‘9 Hall, After Raphael219. This delicate balance is also conveyed by the iconography and style, see Hall
fiPolitics and Styl@ 1 5 .
“Wcaroline Hillardi The Conquest of Et r Triomphof Camill®Athanwr26s c o Sal vi
(2008):39-40.
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On the east and south walls, Salviati frescoed four large stories from the life of Camillus,
including theTriumphal Entry after the Siege of V@tigure 43), theRansom of Brennushe
Rout of Volsgiand theSchoolmaster of Falerriln the centeabo\e the doorway leading to the
Sala dei Gigli, Salviati painted allegory of Peace burning Arniis grisaille. The artist also
incorporated a number of smaller scenes featuring allegorical subjects from historical, biblical
and mythological sources. Theim narratives are based on the ancient writings of Plutarch (in
Greek) and Livy (in Latin). Salviatiés friend
of the iconographic programme for t hearilyoom. C
complex and learned scheme was lauded by contemporary literati, indusdiogico
Domenichi,Antonfrancescdoni andRaffaello Borghini.

Work proceeded quicklgnthe fresco cycle. On 11 February 1544, the artist received
from Riccio twentyfive saudi, the first payment for his work. By the end of 1545, Salviati must
have executed a substantial part of the project, since the artist started receiving other
commissions. The fresco project, however, was still referred to as a work in progress in
Antonfr ancesco Doni ds letter t o “8aBythdtimeGecciimmom Ro m
departed from his native city in 1548, he must
frescoes were complemented by a series of decorative tapestriéslBE3) designed by
Bacchiacca for the lower walls.

Although Salviati was Florentine by birth and early training, he matured as an artist in
Rome by studying the antique ruins and the works of modern masters such as Raphael and

12

Michelangeld'*? There the artist developed a distinctively Rordaspired pictorial idiom,

“Antonfrancesco Donl,ettere del Doni: Libro Second&lorence, 1547), 689. The fresco cycle is also

descbed as still unfinished in Ludovico Dalameni chi 6s
Pittura dated February 1547, see CecéhiSal vi at jo62e | Medi ci
“asari (Mil anesi nonimase&dd notahieatiotaanrRensa, ne ipdeidrenza ed

altri luoghi, ove dimorai, la quale io in mia gioventt non disegnassi; € non solo di pitture, ma anche di
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which is especially evident in his largeale history painting8® The theme of the fresco cycle,
the stories of Furius CamillugaveSalviatilicenseto evoke the quality dRomanitd™* The
artist situated the two major scenes against a landscape background with Roman ruins. Justly
praised for their copiousness by Vasari, the frescoes display a wealth of antique vases, helmets of
various capricious designs and statues in differenticeland medi&®> Through a playful
incorporation of archaeological fragments, the artist evoked the splendour of ancient Rome.
Melinda Schlitt convincingly points out that Salviati intended to provide a visual equivalent to the
literary style of Livy chaacterized by richness, variety and copiousfi&ss.

As a signature on the most noticeable work he left in his native city, Salviati included a
selffportrait in the gui se o fFigare2128)Btarding right undea mi | | u
asuitofarmural | 6 ant heaar ti st | ooks back over his shi

portrait provides a reliable likeness of the artist in his dariypid-thirties. It later served as the

model for the woodcutls@8vitetrait included in Vas
sculture ed architetture antiche e modern; ed ol tre
Michelangnolo, non restoosa di Raffaello, Pulidoro, e baldassarre da Siena, che similmente io non

disegnassi, in compagni di Francesco Saliati The biographer considers stu
wor ks of the memeprincipahmaedstie risrs darsti i d, 7: 653. For S
drawings after the works of Mi chel angel o, Pol idoro,
“BMel inda Schlitt, A6Anticamente Moderna " Moder name
Century ltai a n P alntaernaiionagJousnal of Classical TraditiohO (2004): 380.

14 Franklin pointsouttha8al vi ati 6s frescoes in the Palazzo Vecch
Romanit”™, which the arti st 6s eHaintmgirRebaissamrce flosetice ons c o n
218.

“13The most prominent sculpture in the fresco is the cult statue of Juno. According to Livy (79), the statue
gave her consent when asked to travel to Rome with the triumphal Roman army. Salviati renders Juno as a
living figure, though enthroned in her niche, she turns to look at Camillus. Her lifelike form, twisting pose,
and facial expression all convey her vivacity. Such an interest in animated sculpture can also be observed
in his portraits, such d@ortrait of a Manholdinga Female FigurindFigure2.12) and thé ortrait of a
Sculptorin Musée FabréFigure 2.36) Montpellier, see chap. 3, pp. 0. Animated sculptures were not
an alien concept in antiquity. Pluta@09)r e por t s t hat ifigsvithssweateimagesf t en dr i pr
uttering audible groans, turning away their faces, and closing theibeges alsdillard, i Congquest of
Etruria, 87.
18 gchlitt, Almitation and the Idea 399.
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As Cosi mo | $abiatiovaswon t
friendly terms with the ‘ (=¥ Cosi mob
entourageandthey formed his majdflorentine
clientele. In return for their suppaorthe artist painted
harities

a number of devotional

Francesco thusxecuted #Madonna of the Parrodn

- 23 February 1553, d.), the personal secretary of

Figure4.4, Francesco SalviatMadonna of
the Parrot Museo del Prato, Madrid.

Maria Salviati, the mother of the dukg. For

Cristofano Rinieri, his early suppornbtker and t h
Madonna, later found in the Udienza della Decima at the time @thei nt i 6 s publ i cat i
V a s aMiteéim1868*% He also executed a Madonnaft essandro, the son of

Medici, and a portrait of Lelio Torelli (1498576), the counsellor and secretary of the duke,
neither of which camowbe traced” Vasai al so menti ons Salviatifs o

city, including Ridolfo Landi, Simone Corsi, and Donato Acciaidli.

“7Cecchifi Sal vi at i,062 Theluriusuad idondgraphy and the canvas support of the Prado

paining indicate that it is doubtless the painting Vasari recorded Vithisf Cecchino (Milanesi, 7: 29).
Securely dated to the artistods s e poviddserderceteant i ne pe
Salviati continued to experiment with painting on canvas after he departed from VBaeiti&i was

among Francescob6s most faithful friends who support
his fellow craftsmen in theity. Borghini also mentions this painting in HiisRiposq 236.

“8vasariMilanesi, 7: 27. The painting for Rinieri has been tentatively identified witMggonna and

Child with St. John Baptistandan Angeh t he Gal | er i a pathtnd Hadbkeninautheumi a . T
condition before it was rest or étbundthe DavddOtBe.GreatSee Al e s
Art of Mi c h el ednFgaach Bafe#ti ard dagholiar Sgudieri (Florence: Giunti Editore, 2003),

197.

“vasariMilanesi, 7: 30Cecchifi Sal vi at i,068 gl i editor.i

“2y/asariMilanesi, 7: 2728.
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4.1 Salviati and Bronzino: Portraiture under the Medici Patronage

Eight years older than Salviati and fgpil of Pontormo, Agnolo Binzino was the
official portraitist of the Mediceancod* Br onzi noés style matured dur
30s andby the time Salviati returned to Florence in 1543, Agnolo had becoewmgnized
expert in portraiture Relatively early in his careghepainted a number of excellent likenesses of
Florentine literati, such as th@®renzo Lenznow in Milan and théortrait of a Young Maimn the
Metropolitan Museum. However, Bronzino did not officially enter the seswic€osimo |
until about thesame time as Salvidfi® Thus, h 1539 bothartistscontributedtdc he duk e d s
weddingapparata The decoration consisted of tharriage by Proxy of Duke Cosimo and
Eleonora of Toleddy Bronzino andCosimo | crowned by Charlesdésigned by Salviati, who
suddenly left for Bologna, leaving the work to be finished by Carlo Portelli (before 1510[?]
1574)*® However, vhien Francesco returned to his native city in 1543, Bronzino had already
established himself at the ducal court. Tatter was the leading artist practicing the Mannerist
style in Florence, and Salviati was to become his most importanf#ivialis thus fitting that
both painters participateslibstantiallyin the first campaigto transform the Palazzo Vecchio
into aducal residence. The older artist was in charge of the decoration of the Chapel of Eleonora,
executing a fresco cycle of the life of Moses (1:8%#3)] ust bef or e. Ceechinoi at i 6s

himsefwas commi ssi oned t o d e csorittaotoeated witlein stegsiofl i ng o f

“'By the time of Salviatioés return to Florence, Bror
more than a decade, deeborah ParkeBronzino: Renaissandeainter as Poe(Cambridge: Cambridge

University Press, 20009.

*2\/asari (Milanesi7: 596) states that Cosimo | first noticed
did two paintings fohis wedding.

“For Bronzinods p aizaesde WagaMildnesi, 7: BOB. damat GoxRaabick,

AFriendly Rival s: Bronzi no -h%4BlaStariDrawirg#d (2085): 292.h e Me d i
Due to the ephemeral nature of the project, the paintings by Bronzino and Salviati haveined suBut a

bl ack chalk drawing in the Louvre (inv. 2795) can p
project.

24 Duke Cosimo preferred and promoted Kenneriststyle, which became the hallmark of the art of his
court, see CoReai ¢ k , AArt at t'h3d Court of Cosi mo |,
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her chapel. He must have had plenty of opport
Fellow courtiers of the duke and members of the Accademia Fiorentina, Bronzino and Salviati
must have met frequently. ladetCoxRear i ckdés 2005 article on the
t wo painters, she suggests that Salviati proba
made alterations to his famo@#legory of Venub ased on the f%r merés sugg
To proclaim his legitimacy as ruler of Florence, Cosimo used portraiture as a means of
propaganda, emphasizing dynastic continuity and his predestined place in Medici history. State
portraiture was a relatively new genre in Florence, which did not beaaehy until July 1531.

Onyduring the reign odidpublicessandro ded6 Medi ci

images of the Medici as the ruling family of Florence appea
for the first time. Official effigies of the duke were based o
older types of portraituravith the additionof symbols and
allegories. Fully aware of the power of art as a political
vehicle, Cosimo cultivated a new kind of portraiture to

demonstrate his dynastic claiffi8.In the early 1540s, Cosimg

went so far as thire renownedhumanistssuch afaolo

Figure4.5, Agnolo BronzinoPortrait

o . . . . of Cosimad. c. 1543 Galleria degli
Giovio and Benedetto Varchi, to be iconographical advisers i, Fiorence. J

his artistic projectswhich frequently involved portraitu® Dur i ng Cosi mods rei gn

which had traditionally been considered inferior to history painting, was promoted as superior to

“2CoxRear FriendlyRivals © S06f ano Piergui diempgidraild @ diVeRFr d mse
Marcolini all' O6All egoriaddi Lon&gn&AtbesktiHBtOreenzi no: |
26 (2005): 159172.
“®ForsterfiMet aphoré 665. Rul e
27 Both men were acquainted with Francesco Salviati.
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a | genr es i nDu&leziooibecause offitsapersuasi/e powdrThe duken fact
privileged the art of portraitureand commemorated the important events of his life and rule by
having his likeness taken. For his marriage with Eleonora edbdh 1539, Cosimo
commissioned Bronzino to paint him in the guise of OrpAgu$o commemoratéis
consolidation of territorial power in 1543, Bronzino pain@msimo inarmour (Figure4.5),
showing him as a military command@?. This portraitthenbecame the prototyder the official
state portraits, which were copied®by Bronzino
Sal viati 6s s ec on d1588) cwinceledtwithrthe vegy gears inwhiclf 1 5 4 3
Cosimo commissioned his most important gots.  The consolidation of ducal power provided
thejustification fora public display of his new statugnd to convey ducal authority, Cosimo
commissioned portrait busts| | 6 a@metnilatican of the ancient emperors. Shortly after his
return to Fbrence from Rome in the middle of 1541, Bandirtallisexecuted a marble bust of
Cosimothat wasbased on the portrait of the Emperor Hadff&nAnd shortly after Benvenuto
Cellinids return from France, he gcolossar ayed t he
bronze bust (c. 1545547, Museo Nazionale del Bargello, Florence).
Cosimo perceived the image of his family and, by extension, his dynasty, as an
embodiment of the state. Thus,dlsocommissioned a series of state portraits of the Diches
Eleonora and their children to document and to glorify the new Medici dynasty. The double

portrait ofEleonora of Toledo and Her Son GiovabgiBronzino exemplifies the likenesses of

%8 Gabrielle LangdonMedici Women: Portraits of Power, Love and Betra§fadronto: University of
TorontoPress, 2006), 97.
*®The portraitalsomarkedh e begi nning of Br onzi rofthe Medciseeeer as t |
JanetCoRearick, AArt at"36.he Court of Cosi mo |,
43%vasari (Milanesi7: 598) mentions this portrait of Cosimo Iliis Life of Bronzino.
“3There are over twentfjve versions of the portrait that have survived. The number of replicas attests the
paintingés status as the official state portrait of
Cosi mo | Buringtom Magazing,2%(1983), 527 28.
“32The bust is datable to 1834544 and ishe BargellpseeCoxRe ar i ck, FfArt at" the Cour
36.
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the ducal family in the 1540s;i& believed to haveerved as theotnpanion piece to theosimo
in Armour (Figure4.5).**® Using the same composition, Bronzino later painted a double portrait
of the duchess and Francesco*dngh® 15¥0sdndearly t he h
1550s, Bronzinalsop ai nted a number of portraits of Cosi
Portrait of(15821543)dhe dlegiliheate daughter of Cosimand thePortrait of
Don Garzia(c. 1550) in the Museo del Pratfd. Simultaneously, Francesco Salviathtabuted
to the glorification of the Medici dynasty through bisn portraits ofvarious members dhe
ducal family.

Al t hough Bronzino was the dukeds official ¢
Cosimods pictorial campaign to establish his d

legitimacy. Vasari informs us that Francesco painted a

post humous portrait of Cos
Giovanni dille Bande Nerel4891526 Figure 4.).°* The
legendary condottiewa s t he son of Gi
Popolano) and Caterina Sforza. He \athe employ othe

Medici Pope Leo X, after whose deathGiovanni added

black bands to his insiga which became his nick name

Figure4.6, Gian Paolo PacPortrait of
Giovanni dale Bande Nerel5451546.
Galleria deglio Uffizi, Florence.

“3VasariMilanesi, 7: 598; CooRe ar i ck, FfArt at"3637eThedouble porraitf Cosi mo |
showing the duchess ahdr son, Giovanni (115 x 96 cm), is largerin sizmth Br onzi nodés | i kene:
duke in armour (74 x 58) in the UffiziThe significant difference in size casts some doubts on the idea that
these were displayed as pendants.
34 There are varigs versions of this portrait. The one in the Museo Nazionale di Palazzo Reale in Pisa is
often considered the original by Bronzino, é& Medicj cat. no. 9.
“®For a |ist of Bronzino6s portr aMilansesi,7098 Cosi mo | &6s f
“®vasariMilanesi, 7:27.Cecchi no6 6 pbet d afpeas i thé fast imventory of the
Pal azzo Du cUnhuadradnlegdatécdn ornédment di noce, pittovi drento il Signor Giovanni
ded6Medici, mano di o@atehsithenchangimglinthe &rét foomdof the TGhaedarpba
secreta.SeeAl e s s andr dsioencdalle BandeiNérd e | Sal vi dAmicidiPdlazzoovat o, 0
Pitti Bolletino 2010 cura degli Amici di Palazzo Pjtti5.
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(Giovanni of the black bands).aterhe entered the service of Pope Clement VII. During the
War of the League of Cognac, he was badly wounded near 1@divey acannonballvhich
shattered his leg above the knétis legwas amputated n L ui gi Al essandr o Gon
Mantua butthe condottiere diedf septicemigorematurely five days later @D November 1526.
Gi ov anni omeremavisgtyrecdrded i detagldletters of Pietro Aretino, who served as
his secretary’®’ Aretino alsocommissioned Giulio Romano to produce a death mask of
Giovannj whichthe poet mentionsmnal et t er t o Maria Salviati, t he
after Gi o\ Aftarihidaccesbiendirt 163Cosimo | actively sought to revive the
legacy of his fatherRespordingt o t h e d Ardtim d Mayvtb45cbmmissioned Titian
to paint aportraitof Giovanni dalle Bande Nere based on the death fi&gke painter, thea
guest at the Farnese cour't i n Rome, dandl not pr
by 17 Octoberthe artist hadeturnedthe death mask along wittportrait of Areting which the
poet complained was more like a sketch than a finished efatk**° The commission was then
quickly passed on to Gian Paolo Pace, wkecuted th&ortrait of Giovanni dalle Bande Nere
now in the Uffizi (Figure4.6).***
Sa | v i Partrait 6f &iovanni ddle Bande NeréFigure4.1) must have been painted

shortlyafter the arrival othe death mask by Giulio Romano ahd portrait byGian Paolo Pace

37 pietro Aretino gives a detailed account on the death of Giovanni in his letter to Francesco deali Albiz

dated 10 December 1526, damters of Pietro Aretinatrans. Thomas Caldecot Chubb (Hamden: Archon

Books, 1967), 228.

“38HE sarei morto, mentre hasto esalarglio lo illustre spirit, e nel formargli del volto, che fece Giulio di
Rafaello, e nel chiuderlo io ne la sepoltara See Aretinobs |l etter to Mari
1526,L et t er e, 1:d@ | MasarA(Mitargesi, 5: 547) alstentions a portrait of Giovanni by Giulio

Romano, done shortly after his death. The work, however, cannot be traced now.

“¥vasariMilanesi, 7: 4454 6 ; Ce c c hritrqvatdi 8all 4i at i

“See the letter by Areti Anortao cTibtiioa ns idaatiend c®d teo bae rc
avuto a ripigliare il getto de la testa del signore Giovarseiza altrimenti vederlo rassemplato di vostra
mano, e insieme con esso il mobertrtieéer e2d@l Thed Aor t @St O

portrait of Aretino mentioned in the letter is now in the Uffizi. It was sent to Cosimo | in October 1545,

along with a letter, see ibid. 2: 1-AD8.

“lSee Aretinods letter to Gian2Héaolo Pace dated Nove
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in 1546.**? It was one of the earliest ancestral portraits Cosimo commissioned after his ascension
to the ducal thronelnstead of hinting at the posthumousune of the portrait by presenting
Giovanni in profil e @igureid®)S&iat anosétadepiobthePace ds wo
condottiere in threguarter view.Modelledo n B r o @asimmim ArmsoufFigure4.5),
Salviati emphasized the connection betw the images of fatherand$6hl n  Sal vi at i 6s
portrait, Giovanni elle Bande Nere is turned thre@arters to the righiut hegazes intently to
the lefti a posealmost identicatot hat of hi s son in Bronzinods pa
dynastic continuity, the painter even altered the physiognomy okteaskd fathesothat he

444

resemble his sonmoreclosely™™ Such practice was not alien to Renaissance Floyémeson

was peceivedto bethe living image of theebeased fathef'®

“2Cecchif 9avi ati I16i Thevfaaoi, &l features shown in Salviat
are rather different from those appear in Gian Paolo@ace p oF drm aBande -iNask, s deat h
Cox-Rearick,Bronzino's Chapel of Eleonor265266. Salviati may have had previously se¢be death

maskin Ar e t Menaiagn sibodeuringhis visit to the lagoon163915417).

“Bronzinobds portrait of Cosimo | in armour has man\)
the tin miniature in th&Jffizi (15.8 x 12.2 cm) to the threguarter length monumental panel in Lucca (181

x 103 c¢cm). It is hard to determine whichlengttr si on o
portrait in the Tribuna of the Uffizi (Figure 3.5) is gengralonsidered the initial portrait of the duke in

ar mour . Thus, it is used here as a point of refere
Simon,iCosi mo | in armour, o 528.

44 |nterestingly, Paolo Giovio, when looking at an autograph coBoadtfait of Cosimo by Brozing
remarked on the Dukeds resemblance to his father.
four it seemed to me the portrait of the exagli@iovanni, his father, whom | remember as vividly as a
man alive. 0 See Gioviods letter to Pier Francesco
Si mon, A' Bl essed Be the Hand of B Buwlimgton Magaazie The Port
129 (1987): 38488.
45 Marsilio Ficinowrites il figliuolo & uno specchio et imagine, nella quale el padre dopo la morte sua
quasi rimane lungo tempo viwsoMarsilio Ficino,Supplementum ficinianyred. Paul Oskar Kristeller, 2
Vols. (Florence: Leo S. Olschki, 1937), 2: 113; see also Allison LR&ynembering Masculinity in Early
Modern Florence: Widowed Bodies, Mourning and Portrait{Aklershot: Ashgate, 2006), 123.
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Furthermore, Giovanni and his son Coswwerepresented in an identical set of armour.
The amour worn by Cosimo in Bronzinodé s Uffizi
Seusenhofer, the Innsbruck armourer, with etched decoration by Leonhardfsbith may
have been gift from Ferdinand of Astria, the younger brother of Charles V, to celebrate

t
-

hrone in 1537

Cosi mods accession (At hera_,_ducal
similar set of armour was shownThi t i andés f
portrait of Charles \(c. 1530)!*® By appearing in this
particular set of armour in his official gaait, Cosimo
conveyedhis debt to Charles \as well as declarg his
political alliance to the emperoAnd the deliberate
choice of depicting Giovanniale Bande Nere in
Co s i armdusimplies h e |dasirdtereirivent
his ancestor in his owimage. The bequeathing of
armour by a father to his son represetthe transmission Figure4.7, Unknown Florentine Artisiortrait
of Giovanni @lle Bande Nere Oil on panel 14C
of authority. In depicting Giovanni as the (fictional) x 117 cm Galleria Sabauda, Turin.
previous owner of the armour worn by Cosimo in his state portrait, Salviati predtimduke

as the rightful hie of his father. The suit of armour also appears in another posthumous portrait

of Giovannidalle Bande Nere in the Galleria Sabauda, Turin (Figug**

“Br uno Thonmmassb,r uficCkieer IPnl at t n dahrbuchdertkunstieistorischira c ht r ag, ©
Sammlungen in Wier0 (1974): 194196; Carolyn SpringeArmour and Masculinity in the Italian
RenaissancéToronto: University of Toronto Press, 2010), 1835.
“"This set of armour reained in the Medici collections until the eaflyentiethcentury; it was acquired
by Mussolini in 1927 for his collections in Ropendparts of the armour survive in the museum of the
Castel S. Angelo.
*48 gpringer Armour and Masculinity135.
449 Before therecentrediscovery of the portrait in the deposit of the Galleria Palatin®dteait of
Giovanni dlle Bande Nerat Turin had been considered by some to
Sal vi ati menti oned i nt YAteteafrom Baslo Giavio iy PierfpahcgscoRicciot he ar t
dated 30 July 1546 mentions a thrperter length likeness of Giovanrdlé Bande Nere along with a
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Sal vi at i s u rPertraif of boeenkzdl Wagsifico (15834534, Figuret.§) in
mind when he decided taftern his posthumous effigy of Giovanmild Bande Nere (Figure
4. 1) af t e CosiBoin ArmdufFiguésss).”® When given the task of creating a
posthumous portrait of Lorenzo il Magnifico, Vashaidlooked to an earlier likeness of Cosimo
Vecchio, the Pater Patriae, by Pontormo (1518, Figi@e¢™* Vas ar i 6s portrait of
probablyevenc oncei ved as a compani on pi%GCeeaintyo Pontor
Lorenzobs pose closely
mirrorsthat of his
grandfather in
Pont or mods
emphasizing the familial
bond between the two.
Such deliberate visual

references can be

frequently observed in

Figure4.9, PontormopPortrait of
Cosimo Vecchio Oil on panel, 86
65 cm. Galleria degliffizi,
Florence.

Figure4.8, Giorgio VasaripPortrait of
Lorenzo MagnificoOil on panel, 90 x
72 cm. Galleria degliffizi, Florence.

Medici ancestral portraits
T a tradition carefully adapted by Salviati when conceiving thehpasbus portrait of the father

of the reigning duke.

portrait of Cosimo | by Bronzino; the latter was a gift from the duke to Giovio. The artistdf@anNer e 6 s
portrait is not mentioned. See Medici Archive, Carteggio dei Segretaril 170, folio 14. The portrait of

Bande Nere mentioned in Gioviobds | etter can be tent
“°Gi ven Cosi mods o artistc productions) e mayteven have digked Cecchino to model

the portrait of his father after Bronzinods picture

“**1The correspondence between the two portraits were pointed out by Forstert ap hor 67-6&f Rul e

A1l t hough similar in composition, Vasarids portrait
Pont or mods | i kene $heformmérisBardsandnprecis¥ ia stydehwhite the latter is soft,
and demonstrates the usesbimato The portrais are similarinsize¢/asar i 6s picture is sl
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Sal viatibés pointed ref e Caimolén Atnoufgure nzi no 6 s
4.5) alsoreveals his desire to establishatistic dialogue with his colleague through

emulation?®®

UnlikeBr onzi nobs precise rendering of the e
of the armour is rather generisutmore painterly style creates a sense of movement with the

reflections and higlights on the metallic surfacd | t hough painted post humou
likeness of the famousondottierohas a great sense of vivacity.
sidelong glance effectively conveys his powerful personalitycomparisonBronz no6s st at e
portrait of the duke appears muted and static.
Sal viati 6s portr asittessirreguamfehturesas wellmgpimirmgorezeal t h e

their mental states. While
Bronzi no oksalod i
and composed,
communicative and

restles$> Although

Bronzino is better known

than Salviati as a portraitist, Figure4.10, Francesco SalviaRortrait
ofaBoy( Fr ancesco. Mid

some scholarsavepointed ~ 1540s. Oil on copper, 10.2 cm in
diameter. Private collection, Great
Britian.

Figure4.11, Attributed toFrancesco Salvia
Portrait ofaBoy Gi ovanni ?de
Oil on panel, 24 x 19 cmPalazo Pitti,
Florence.

3B r o n zpontrait ®fCosimo | is datable to 1543, the year in which Salviati returned to Florence from
Ro me . I't is mentioned by Vasari i onkrimehe Chepeleof v af t er
Eleonora, completed in 1543. See Milardasari, 7: 597598.
“54To counter the gravity and courtly elegance of his portraits, Bronzino frequently inserted grotesque
sculptures and unsettling attributes. For the function of thetsral elements and other playful insertions
in Bronzinobs PantetasRoett55166 ee Par ker ,
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out that Francescoods |ik®nesses are more |livel
As court artist to Cosimo |, Salviati watsocommissioned to paint portraits thie

dukeds *¢ @dsinahadsaven children by 1548 when Salviati left Florence for Rome:

Bia (15361542), Francesco (15415687), Isabella (1542576), Giovanni (1543562), Lucrezia

(15451561), Pietro (1548547) and Grazia (1541562)*’ It seems that Salviati did not paint

anyportraitsof the girls. But there are two portraits of boys attributethécartisthat can be

dated to the period: the tondo painted in oil on copper in a British private collection (#ig0ye

and hesmall panel paintingn the Pitti Palace (Figuré.11). Datable to the second half of the

artistos FIl or ent i nenussallyjsmalinsoale. Theniratuge tomdoonai t s ar

copper was probably painted firabhout15451546 Stylistically similar to thePortrait of

Giovanni dalle Bande Ner@igure 4.1) the tondo

must have been painted around the same tlfrtbe

picture indeed features a son of Cosimo |, Francesi

the eldest is a likely candidate. He wobkllre leen

about four or five when the portraitas executed.

His characteristic dark haiknown from the portrait

by Bronzino in the Uffizialso matches that of the

boy in theroundel Figure4.12, Giulio Clovio,SeltPortrait. 1567
1568. Tempera on vellum, laid down on copp

Portraitminiatures wereatherunusual in diameter 11.5 cm. Galleria degli Uffizi, Floren

Centural Italy duringhe 1540s a formatprobably originahg in the Low Countries at the

Al essandro Cecchi, IBRICi nau e iriratto, Bliiadisi i moglellinle | seco
memoria(Florence: Giunti, 1996), 128.
“®vasari (Milanesi7: 27) informsriusriaksate Biamcememoeal cuni de

while he was working on thecrittoioi n El eonor aés apartment .
“*"For a recent study on theMgkeVogtt aet sseh, CAFhmo Tl ae
the Daughters and SoMediceald (20C1):395n0 ded Medi ci , O
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beginning of the fifteenth centunfsmallscale portraipanelshad then existed in the
Netherlandsworn as pendantsn necklace$®® In theearly sixteenth century, portrait miniatures
enjoyed great popularity at the royalucts of England and Francepresented by the works of
Lucas Hormebdte (14901544) Hans Holbein the Youngéit4971543) Jean Cloue{l148G
1541)and Corneille de Lyo(?-1575)**° English portrait miniatures from the period are
generally circular in fomat and painted in watercoloon vellum*° French miniatures,
especially the work of Corneille de Lyon, are usually larger in size and painted in oil oA°®panel.
If indeed painted in the mi#i540s, the roundel by Salviati could have been one of thiesta
portrait miniatureproducedn central Italy. The artistmay havebeen informed oftis courtly
genreby Giulio Clovio (14981578) the famous Croatian miniaturjstho had worked for both
the Grimani family in Venice and the Farnese family in R8théetween 1540 and 1546
Levina Bening Teerlingl510152021578) who laterbecame @pecialstin miniature
portraiureatthe English court, took an apprergship with Clovid®® In fact, Cecchino may

have met her or seen samples ofwerks throughhis connection witlClovio, who painted
miniature portraithimself thoughfew survive. Among thenthe Portrait of Eleonora of Toledo

in an English private collection and the bettapwn SelfPortrait in the Uffizi (Figure4.12) are

“%8 Campbell Renaissance portrait$2-64.
St ephanie Buck, fABeauty and Virtue for Frtancis |:
Mi n i a fourmakof tike Warburg and Courtauld Institufés (2008): 192193.
450 Katherine CoombsThe Portrait Miniature in Englan@London: V&A Publications, 1998), 24.
81 Although Jean Clouet is known as an excellent miniaturist, few works by hifivesu For a sample of
his work, see ibid., plate 2, p. 9.
521t has been suggested that Clovio also taught Salviati the art of manuscript illumination. John W.
Bradley lists Salviati as one of the pupils of Clovio, ke Life and Works of Giorgioidio Clovio
Miniaturist, 14951578 London: 1891), 67 & 367; Cheney, A North
Venise et Rome 2 6 3. Al t hough Cloviobéds fame as a miniaturi
circle seems to support this maspepil relationship, it has not been confirmed by solid evidence, see
Francesco Salviati miniature: Il pontificale di Giovanni Grimaed. Maria Chiara Cadore and Annalisa
Bristot (Milan: Silvana Editoriale, 2010), 1138.
“SE.  Samb o d@ampie la culuraiartistica cremonese del Cinquecéhtitan: Electa, 1985), p.
174, cat. no. 1.16.3; Liana de Girolami Cheney, Alicia Craig Faxon and Kathleen Lucey &el&so,
Portrait by Women Painters Al der shot: Ashgat e  work@0dtie)BritishTdurt,seeFor Te
Coombs Portrait Miniature in England24-27.
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bothprobablyfroma | at er dat e t {*aPortrad mihiaturea seéndtshave made d e |
their first appearance at the Medici court betwiemid-1540s and early 1556%. Ludovico
Capponj for example, is shown holding a portrait miniature in his portrait by Bnondatable to
15501555.

Salviatiwas alsamne of thepioneesin the practice opaining in oil on copper.The
artistods choice of support was pcuiltceabmay parti a
tondothan wood or canvasAlthoughtre pr acti ce i s ment i Baotegil i n Lec
does not appear to have taken hold until the 1560s and 18 7Balviati was likely inspired by
theexperiment®f Sebastiano del Piombo, wiereported to havpainted orvarious metals,
such as silver, copper and I¢4tbut unfortunately none of tleepaintings survive An exquisite
preciousness resulted from the smooth surface of the copper support and the miniature scale
suted the taste of SSdlvviadatiioés pmii micetl wr e attamdcda o
of a group of small allegorical and mythological scenes on copper commissioned by Francesco |
ded Medi cThe Forgaaf Yulcakbeforg 1565) by Vasari, thdlegory of Happiness

(1567) by Bronaio, and thédercules Crowned by the Mus@$68) by Alessandro Allof®

“4VasariMi | anesi, 7: 569. For Clovi obds -1683r Tempeiat mi ni at

on vellumn laid down on panel, diameter 8.4cm. Private collection, Brit@in) see Robert S. Simon,

fiGiulio Clovio's Portrait of Eleonora di Toled®urlington Magazind.31 (1989): p. 481, fig. 39.

““Giulio Cloviods portrait miniature of the Duchess

“Edgar Pet e rBsief BisionrofEnropeai @il Paintings on Copper, 1860 7 5 Cdppei as

Canvas: Two Centuries of Masterpiece Paintings on Copper-1375(New York: Phoenix Art Museum,

1999), 11.

“7\/asariMilanesi, 5: 580; Bowromi Pai nt i ngs dParmigianipgpney have octatianally

painted portraits on copper, see Ekserdjiarmigianing 175.

“®*These are all kept in the Uffizi. See Bowron, fPz
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Salviati may have paiedanother smalscale portraibf one ofCo s i mosd that af o n
Giovannid e 6 Me d 1562 Figur&4514).%8° From
birth, Giovanni was destined for an ecclesiastical career
andhe was made a cardinal in 1560 and became the
archbishop of Pisa the following year. Unfortunately, the
young man died of malaria in 156%. As a child, Giovanni
appears frequently in dynastic portraits commissioned b
Cosimq including one in whiclne holdsa goldfinch by

Bronzinofrom 1545. The boy appears agairBm o n z i

double portrait with his mother, Eleonora of Toledo, in

Figure4.13, Francesco Salviati,

, , . . Charity. Galleria degli Uffizi,
15451546. Yet anotheportrait of Giovanni associated Fb?é'nyce afleria cegl et

with Bronzinois in the Ashmolean Museum, Oxford. The Pitti portadiGiovanni(Figure4.11)

was | ikely produced at the end of-158@a&oouplati 6s s
years later thathe Uffizi Charity (Figure4.13), which marks the most Bronzinesque moment in

Sal viati 6s c¢ ar &adonnaanddChild pith ISteJohn Baptisttahdean Aitgéhe

Gall eria dell 6Accademi a, whi c h fiinepedod,thabl e t o t
Uffizi panel showsconsideable stylistic differences. Smaller in size, the painting in the

Accademia is painterly in execution and shows the lingering influence of Parmigianino in the
Virginoés f andntrelyricdl landscap m ¢he backgrounthereflecion of

Cecchinods Venetian stay. Whil e maintaining
Charity (Figure4.13) has a highly polished surface and its figures possess a greater plasticity.

The similar stylistic changecan be observed in the Pitti panel, which had been associated with

9 There remain some doubts about the autograph status of the Pitti pacat, see 24.
70 Angelo M. Manaco ifBronzino. Artist and Poet at the Court of the Medédl. Carlo Falciani and
Antonio Natali(Florence: Fondazione Palazzo Strozzi, 2010), 208.
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Bronzino. However, the sensitive brushwork an
Br onzi n o &lkeimpages of¢éhe Meadia children, suchaskhe r t r ai t edidiin Bi a de
the Uffizi (1542) and th@ortrait of Don Garcia de Medidil550) in the Prado Museum. The

inclusion of the goldrimmed curtain is also unusualFlorentine portraits of the timandit

mayreflectSal vi at i 6 s e x p.eSinmila mogingsican benseersione ofT £t &8l §n 6 s
likenesses, such as tRertrait of Francis I(Figure 3.14)%ent to the king by Aretinm 1539

(Figure3.14) Salviati very likely knew tB compositionsince he painted a portrait of Pietro

Aretinothat wasprobablyi nt ended as a FrisldFgare 3.14)6 THei t i and s
draped background of the Pitti panel (Figdrgl) alsorecalldar t ol o meportrdite net 06 s

exanples ofwhich Salviati may have seen in Mil4ff

4.2 Francesco Salviati and theAccademia Fiorentina

In 1540, Cosimo founded the Accademia degli Umidi, which was renamed the
Accademia Fiorentina in the following year. Officially sponsored by the duke, the Academy was
intendedto purify the Tuscan tongue andadvocatet asthestandard language in Itakf® The
Academy publisbdtreatises by its members, held public lectures on Dante and Petrarch, and
produced theatrical performances and festivitiesThe members of the Academy in the 1540s
included a number of Tuscan literati BuesLaura Battiferri degli Ammanati (1528589),

Annibale Caro (15071566),Giambattista Gelli (1498563), Pierfrancesco Giambullari (1495

1555),Anton Francesco Grazzini (il Lasca, 150834),Carlo Lenzoni (1504.551),Niccolo and

"1 Seechap. 3, pp. 8-:87.
4’2 For the portraits by Bartolomeo Veneto, $eerra Pagno#, The Portraits of Bartolomeo VenefBan
Diego: Timken Museum of Art, 2002).
““Mi chael Sherberg, AThe Accademia Fiorentina and ¢t
Theory i n DuRenaissanEel Quarterhb ¢2603)026.
" For the participation of the academicians in the production of theatrical performances and festivities see
Plaisancellorence of the Medicil01-124.
137



Ugolino Martelli (15191592),Giovanni Mazzuoli, Bartolomeo Parnciaticaiyd Benedetto
Varchi (1502/031565), a leader of tHeloruscitiwh o accepted the dukedbds of
returned to Florence in 1543. Many artists joined the Academy, inclddinglo Bronzino,
Michelangelo Buonarroti, Benvenuto Cellini, Giambattista Tasso, and Niccolo Tribolo. On 21
May 1545, along with Bandinelli, Salviati became a member of the Accad€mia.

Sal viatiés associati on wi t higherhboeial #iatua.dHe my r e v
consciously cultivated his status as a gentleman painterreael| intellectual and welcomed by
the society of the cultural elite. Cecchino was by no means alone in this quest. A number of
contemporary artistsad striverto enter the world of the literati and wrote treaties on art,
autobiographies, and poems. Baccio Bandinelli, to whom Cecchino was once apprenticed,
stressed his literal learning and status as a courtier Mdsoriale. Benvenuto Cellini,

Sal vi at c¢odrtger af tleeIMedicean court, sent his autobiography to Varchi for advice and

criticism*® Gi or gi o Vasari, Salviatio6os intimate frien
artists than for his paintingourtwaBaseriouiai no, Sal

writer of verseand prosé’’ Lastly, Michelangelo is recognized as a poet in his own right and
was said to have known Dante and Petrarch by heart. However, in the sikdeentty, the
educated literati, while willing to collaboratéth the artists, generally considered themselves
their superiors. AnnibalCaro was on friendly terms with a number of artists at the Medicean

court, including Cellini, Tribolo, Vasari, and Salviati, but his correspondence with them betrays a

superior toe?’® In AnnibaeCar o6s famous | etter to Francesco
“Al essandro Cecchi, fAllloBcoadémioa BieoeertiomaVaRichi a
e Personaggi I 1 | us Antichifa Vidag0I(19%1): R& r t e Medi cea, 0

“*Paol o LSprefatwaiat rvnage, and Fate: Benvenuto Cellini

Vasari 6s Fsisand Ekiteratiat:the Medicdan Coued.Philip Jack§Cambridge: Cambridge
University Press, 1998§0.
“Eor Bronzinoods aRakerRainterassPsetas a poet see
"8 Rossj fiSprezzaturaPatronage, and Fafe61.
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Rome and amend his relationship with Pier Luigi Farnese, the artist was referrésas
Francesco Salviati Pittodé"

On the one hand, the letieonfirmsC a r fighdship with Cecchingasthe poet declares
fiper uno amico quale io vi tengo. On the other hand, Caro makes
perceived and received at the court of Pier Luigi Farnese as an artist. Caro repeatedly emphasizes
that Cecchinolsould not lose the favour of his patron and know his place at court. Salviati was
constantly referred to as a persoragfofessiorf?® The fact that the artists mentioned above all
participated in the Florentine Academy reveals biegtg a membewas ofimportance to the
artists with aspiration to higher social staftts.

However, the early members of the Academy represented a broad social spectrum. A
number of leading members were from modest origins, suGlisasbattista Gelli, ahoemaker
andGiovanni Mazzuoli (Lo Stradino), an eoldier?® The degrees of literacy also varied
among its membeysvith some fluent both in Latin and Grealhile othersonly read Italian. It
was reported that some of the members had difficulties in participatihg learned activities.

For example, the sculptor Tribolo was twice excused from the duty of lectfiting.
Since the beginning of his career as paitde€ardinal Salviah s h o uGeechirm| d

wasperceived as gentiluomonota mer e cr af t s ma nemphasstmtar i 6 s bi og

Francesco was treated as equal to other courtiersasadmitted to a stratum of the social

*"9Delle Lettere Familiari deCommendatore Annibal Car@ vols(Venice: Bernardo Giunti e Fratelli,

1581),1: 208. Anni bal 6s letter to Salviati written fr¢
“Olhid. Car o mentions Sal vi atoi $éapeteghe bSigasis@ndinnremedn o i yred |
fattod el | 6 ar tee cvhoes tprear | 6ordinario | e | oro voglie son
con quelli che | derano intorno, dostégrofesdione.vwoi sapete

“81 Rossj fiSprezzaturaPatronage, and Fafe61.
“®judith Bryce, fAThe or al wor Rehaissahce Sthd®16%) 3y Accader
**Ibid., 91.
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hierarchy that was traditionally reserved fimanistsmen of learning and secretarfés.
Giovanni Battista ArmeninalsoforegroundsSalviatd s i nt el | ect ual and ari st
iHe was of very nobl e soul and lofty spirit, r
of a gentleman, thus honouring himself and upholding hig @& pristine greatness and
reputationd™

Salviati consciously fashioned himself as a learned gentleman by associating with famous
intellectuals.In Rome and Venice, Salviati worked with a number of important men of letters,
such as AnnibalCaro, Paolo Giovio, and Pietro Aretindnd upon his return to Florence in
1543,heparticipated actively in the intellectual society of the city. During hisyear stay in
the city, the artist maintained friendly relationghigith many notable wrérs,including
Antorfrancesco Doni, who was in Florence in 1546 / 1547, and Ludovico Domérioth of
whompraised him in their publication®As a member ofhe Accademia Fiorentin&rancesco
had joinedthe cultural and intellectual fulcruof C o0 s ismlorénce. Although we have little
i nf or mat i on Florentineedwatianghs was describaslearned and eloquent by his
contemporariei Florence®®
While attempting to standardize the Tuscan dialect, the Academy also aimed to form a

new Fbrentine cultural identity, expressed through a distinctive visual style. Around 1540,

Bronzinobegano develop a visual languagehis portraiturenaturally expressive of Florentine

“84V/asari (Milanesi: 1 d cosi arrivato Francesco in Roma, piacendo il suo modo di fare e | suoi
costume e maere al cardinal, ordind che in Borgo vecchio avesse le stanze e Quattro scudi il mese ed il
piatto alla tawola dedgentiluomini
“85 See Giovanni Battista Armeniride Veri Precetti della Pittur§Ravenna, 1587 16-17. The translation
guoted above is k&n from W. SchlittFrancesco Salviati and the Rhetoric of S{dé/l: Ann Arbor,
1991), 35.
88| odovico Domenichivr i t es i n his dedi c hetqialdsole nowcorsistana c esco Sal
intorno la pittura, mdui fammo anco eloquente amabile &daiste & lui danno giudicio & cognition piu
che mediocre delle buone lettérga pittura di Leorbattista Albert (Venice,1547), fols. 3r See also
Patricia Lee RubinGiorgio Vasari: Art and History{New Haven: Yale University Press, 1995), p. 28, note
23.
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culture. As amember of the Academy almost from its inceptioawasfully familiar with its
ideologyandvision.*®” To signify the distinctivdiorentinita of his sitters, Bronzino included in

his portraits- such as thé&ffizi Young Man with a Lutand theUgolino Martelli (Figure2.11) -

scul ptural and architectur al el ements ®nspired
Executed in the mil i eRortratbfaldureg Manc Samtd oo (Figusea | vi at
42)revealask nowl edge of Br onzi fiocedtisita \Bahéatideldivedehe pl or at i
subjectds pose from Michelangel o6s scul ptur al
Urbino. Although Salviathadacquired fame and success in Rome, he was Florentine in, origin

andlike his compatriotshemust hae been particularly aware of Hisrentinita during his

sojourn in the city.Apart from recording the individual features of the sitféorentinitais the

centr al message of Sal vi 42).iltévas dpbdesdypraduded i n Sai n
during Cecchinob6s saaddisplays a frumiger ofemblems,esuclsas fheo ur n
river god and the Marzocco in the |l eft backgro
Florence. The identity of the subjebhbweveryemains controversialAl essandr o ded Me
and Lorenzaccio haveothbeen proposed as possible candid&te3he bizarre elementsuch

astheriver god, theanazzoccpand the white lilyjncluded in the landscape on the right may

reflect the scholarly discourses aboutohigins of Florence that were popularized by Gelli and

Giambullari at the Accademia Fiorentiftd. The sitter mayndeedhave been a member of the

“'Eli zabeth Cropper, fAProlegomena to a New Interpret
Renaissance Studies in Honor of Craig Hugh Sp#thols,ed. Andrew Morrogh, et al. (Florence: Giunti

Barbéra, 1985Y: 157.

8Mi c h el an g edl modraits of theuMegiidi dukes in the New Sacristy at San Lorenzo were widely

influential to Florentine portraits. To demonstrat
referred pointedly tloortehmrez g odbdEd pofflat ditheclitseDule ofge |l o 6 s
Florence(1534).

“89 CheneyFrancesco Salviafil: 148,2: 425426.
9 For the early activities of the Accademia Fiorentina, see Salvino Safaisti, Consolari
del | 6 AccadenmFlaendejlélB)ent i na
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Accademia, and closely associated with the Aramaic s¢floshich had popularizede

juxtaposition of the psonification of the Arno and the lidn the early 15408 Gi ambul | ar i 6 s
Il Gello (Florence, 1546) concludes with an image of the Marzocco holding*&lihe book

provides a detailed account of the origin of Florence, tracing the history of Tuscanydah

and the flood. In the St. Louis portrait (Figdrg), the tiny female figure emerging from the

white lily next to the river god likely personifies the city of Florefie Salviati was one of the

earliest artists to use the motifs of the river gad the lion to signify the city of Florence. These
appear ed imodeltofor€€hadeas V CrewnidgsDuke CosinfDepartment of Graphic

Art, Louvre, inv. 2795), one of the large
grisaille painting

wedding in 1539.

4.3 Portr ait Prints

Francesco Sal vi

book illustratorcontinued tdlourish

during his second Florentine sojourn. Figure.14, Typographical

. . mark inll Gello di M.
The artist collaborated frequently with  pierfrancesco Giambullayi

published byAntonfrancescc

Figure4.15, Portrait of
Giambattista Gellin Il Gellodi M.
Pierfrancesco Giambullayi

) . published by Antonfrancesco Da
Antonfrancesco Doni, whbadreturned Doni, Florence, 1546. Florence, 1546.

*1The Aramaic school consisted of prominent members of the Accademia Fiorentina, including
Giovanbattista Gelli, Pierfrancesco Giambullari and Cosimo Bartoli. The Aramei believed that the Tuscan
dialectoriginated from Aramaic, which derived from the Etras language.
92 Arno in Aramaic means lion, the coat of arms of Hercules, who founded Florence by cutting through
Mount Gonfalina, allowing the waters of the swamps to form a river. The origin of the river Arno
symbolized by the lion is closely relataglthe founding of Florence. Therefore, juxtaposing the Marzocco
with the figure of the river god is a particularly Aramaic invention.
93| Gello di M. Pierfrancesco Giambullari Accademico Fiorentif#orence, 1546).
94 The white lily is also a symbaif Florence.
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to the city by 30 October545*%° andwas admitted to the Accademia on 12 December 1545, and

elected secretary on 11 February 1546Sponsored by Duke Cosimo, Doni opened a printing

press in the neighbourhood of San Pier Maggiore on 26 March 1546, publishing the writings of

the menbers of the Accademid’ Between 1546 and 1547, Doni published about twenty books

by suchvarious authorasGiambattista Gelli, Niccolo Martelli, and Pier Francesco

Giambullari**®* Sal vi at i probabl y de gnargartigografitano fporri nt er 6
Doni 6s newly established press. The first one
broncone a device frequently adopted by the duke in the 1540s (Figide*®® Enclosed by an

oval ducal crown, the female figure is shown burning a masydol of hypocrisy, with a

torch. On her right hand, she is holding a new branch, probably representing the flourish of

literature under the reign of CosimoThe design reflects the style of Francesco in his second

Florentine period and is comparabbethe grisaille oPeace burning Armis the Sala

dell 6Udhenzmprint appears on the tllGelloe page of
published by Doni in 1546. It seems that the device served not only as the typographical mark for

Doni Oentingdressrbutaldort he aut hor és personal embl em. i

“*Doni 6s presence in Florence is attested by his |et
Doni, 1547, cc. 28r. The writer must have left Florence by 22 February 1548 when his departure was

mentioned in a letter from Don Miato Pitti to Giorgio Vasari, informing the latter that Doni had to flee

from the police because of his quarrel with Lodovico Domenichi, once his intimate frienfbeGee

literarische Nachlass Giorgio Vasaried. K. Frey, 2 vol§Munich: George Muller, 183-30), 1: 217218;

Bryce, 85, note 22.

““For Doni6s admission to the academy, see BMF, ms.
secretary, see BMF, ms. B. lll. 52, cc. 1r., 33r. These dates are provideccin,@ Sa | v i editorido e gl i

p. 71 and notes Q2.

“’Annali di Gabriel Giolito ded Ferrari da Trino di
da Salvatori Bongi2 Vols., (Rome, 1892895),1: 260, note 2; see also Cecdhisa |l vi at i,ope gl i ed
71 & note 14.

9% David McTavish inGiorgio Vasari: Principi, letterati e artisti nelle carte di Giorgio Vasari. Lo
storiografo dell darte nell a Toscana (Hberdce: Mdacthj ci . L a
1981), 196.

99 gsee CecchiRome andParis exhibitionp. 330, cat. no. 139.David McTavish, however, attributes the
design of the print to Bronzino, who often included masks in his works, such as the fregsbhegShapel
of Eleonora seeGiorgio Vasarj p. 200, cat. no. 13
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the frontispieces of Marcoliniés publai cations
Moral Filosophia del Don{1552).

For Gi a niliallb, Saviatimaysalso have contributed a design for the woodcut
portrait of Giambattista Gel(Figure4.15. Fr ancesco6s i nvolvement with
especially with the members of the Aramaic group, made him a good eisaig®rtraitist. Gelli
wasaseleduca ed shoemaker who became t Diene@dnfedyci al ¢ «
at the Accademia. He was also a playwright, authdrangporta(1543) and_o errore (1556),
and a writer of dialogues. Along with Giambullari and Carlo Lenzoni, Gelli ledbtbalkd
iscuol a di b ai esofFformmeand obthe Tustah ®nguened tapic of
particular interest to Gelli. Between 1542 and 1545, he wrote an influential treatise entitled
Origine di Firenze Gelli believed that both Etruscan afddbrew were descendants of the
Aramaic and that Etruscan had been spoken in Italy long before Latin. He thus concluded that the
Florentine dialect was derived from both Aramaic and Latin. Like other members of the
Accademia, Gelli was in the service ofike Cosimo. He played a crucial role in the
reconciliation between the duke and Benedetto
behal f, communicating the dukebds pardon to the
Var chi 6s r et @iambattistaweadsbon friendlycterms with a number of artists at
the Medicean court, including Tasso, Tribol o,
portrait in his famoughrist in Limbo(1552) for the Zanchini altar in Santa Cré&eLike
Vasari, Gelli also attempted to write biographies of Florentine artists. Contemporaneously with

Vasari 6s fMitg Getliwreteld manuscripd e ri t i vite dobéartisti di

*0vasari (Mlanesi,7: 599) identifies the three portraits as those of Pontormo, Gello, and BaccHiaxca.
Bronzinodés i ncl uGhrisbimLinmfé peeret Aai Matiteohis fALa ritrat
L i mbQomrentarl0 (1969): 281316;Robert W.Gaston Icdhography and Portraiture in Bronzino's
'‘Christ in Limbo; Mitteilungen des Kunsthistorischen Institutes in Flor2rnZ1983): 4172.
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which was published in 1549" Gelli probably chos Cecchino as his portraitist because of the
artistodés association with the Medicean court a
could also pay homage to Al ammano %%aThevi ati, th
woodcut portrait of Gellifigue4.15 shows the author in profile, looking straight ahead. The
|l i keness is stylistically similar to Salviatio
executed in Venice around 15@gure 3.13. Thi s design for ddel |l i b6s por
subsequent publications of t ¥eénlLeMedagle dedBoniwor k s
Fiorentino(1550), however, the writer used a different design for the portrait of Gelli engraved
by Enea Vica®

The collaborative friendshipbgete e n Do n i and Sal viati cul mi na
for the engraved portrait of the writer (Figlgd6 . The portrait print fir
Spiriti Folletti (1546) and then served as the frontispiece ot #teere del Doni libro secondo
(1547)°* Doni and Salviati had probably met™®prior t
For Doni 6s |tseenmsthatCecghioaréused a pgreparatory drawing that he did for
Doni 6s pai nt ed ebrlie1539¥54041, Figurd 211). Gomparedto the portrait

showing Doni around twenty seven, the print co

*Girolamo Mancini, fVi tArchiddstorco italganol7 (1896): 3262.0nv anni Gel |
May 1549, Gelli gave a lecture on the visual arts. He was one of the three members of the Academy who
gave lectures on the visual arts in the period, the other two being Benedetto Varchi and Niccold Martelli.
SeeFrancois Quiviger fiBenedet tad aAdodrmat,ofttke Waibwwguand Courtauld Institutes
50 (1987): 220.
*20ne of t he 8aprabuella fargiullwdelakmagnwas dedicated to Alammano Salviati.
%3 Francesco Salviati o la Bella Manier&3Q cat. no. 139.
% Margaret DalyDavisin Giorgio Vasarj 1981, 191192 c at .  n o .port2ait print & probhbly6 s
based on a lost work of Bronzino.
*®ponidedi cated the second book of his letters to the
Generale didduSdrovildor dAq@esti no Bonucci was from Ar
theology. In 1538, Bonucci became a preacher at Santa Maria del Fiore. He and Doni must have met
around the late 1530s, when Doni was a Servite monk at the Annunziata. Bonuaniiwg®rtant
reformer involved in the Council of Trent. It is evident that Doréstablished his connections with the
Servite Order when he returned to Florence in 1545.
*®Fort he pr ob a b iedrlierterycounténithFamcéséoSaiati, see chap. 3, p.39
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of a few wrinkles on his forehead. Besides this adjustment, the two likenesses are almost

identical. Don 6 s admiration for Salviati is attested

praising the artistbés Camillus cycle in the Pa

mani f est at i o npedetto pittdré®’ B khée damesletter, Do aso rMientioned the

publication of Lodovico Domenichi€l5151 56 4) t r ans | BdaPRitorayOnof Al ber t i

Painting) in Venice in the same year by Gabriel Giolito de Ferrari. Domenichi dedicated his work

to Francesco Salviafittore Eccelentissimaovhon he per cei ved as the embo

concept of the perfect painté® It was probably through Antofrancesco Doni that Salviati met

Lodovico Domenichi (1518564), a young humanist and poet from Piacenza whom Doni

befriended around 1542° Followi ng Doni 6s example, Lodovico wen

1546 and was admitted to the court of Cosimo |. Lodovico, however, was not admitted to the

Accademia until 4 September 1550.Alessandro Cecchi suggests that Salviati also provided a

design for the grtrait of Niccold Martelli included in thErimo libro delle lettere di Niccold

Marteli, publ i shed in>546 by Donidés press.
Salviati os intimate friend, Gl54/rigkelus Vasari,

friend, Vas arsipresaWith designs for bodk illDstrationd Vasari shared with

Salviati the same circle of artistic and literary friends, including Doni and Domenichi. During

15461547, Vasari was negotiating with Doni about the publication dfikiess of the Artists

97 Doni, Lettere del Doni68-69.
%% a Pittura di Leonbattista Alberti Tradotta Per M. Lodovico Domen(stgnice: Gabriel Giolito de
Ferrari, 1547), pp.-2. The dedication letter is dated 20 February 1547
*Alessandro Cecchilso suggests that Doni was the link between Salviati and DomesgehRome and
Paris exhibitioncat. no. 138, p. 329.
*9BMF, ms. B. lIl. 52, c. 44v., 66r, 67v., 70v71r; ibid., 329.
*CecchiiSal vi at i,072. gl i editori
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which was printed by Lorenzo Torrentino (1550)

from Florence*?

4.4 The Altarpieces

In his native city, Francesco Salviati painted two altarpiecef)olbdting Thomas
(Figure4.16 commissioned by Tommaso Il Guadagni for the burial chapel of the family in Our
Lady of Comfort in Lyon, and thBepositionfor the Dini Chapel in Santa Crqdélorence
(Figure4.19) . Both provide useful ref erraiteadtes f or th
period®*® The Guadagni were a prominent family in Florence. Bernardo Guadagni, the
gonfaloniereof the Florentine Republitladf or ced Cosi mo ded ,NMetdi ci i nt
after the Medici regained power in the city, the Guadagni mavégaon to escape persecution.

In the sixteenth century, the family split into two brancliies one in Lyon consisted of

Guillaume, Tommaso |, Il and lland

the other in Florence, headed by lacopd
and Filippo, made peace with the Medigg '
family. Membersof both branches of
the family were significant patrons of ar

and architectures. Jacopo and Filippo |

Guadagni, for instance, commissioned _ o _
Figure4.16, Francesco Salviati Figure4.17, Francesco Salvia

. . Doubting Thomasc. 1544 Head and Shoulders of a
Bronzino to paint a monumental 1545 Musée diLouvre, Paris. BeardedMan. Black chalk on
paper. Pierpont Morgan

Resurrectiorfor their family chapel in the Santissima Annunzidfa. Library, NewYork.

12 McTavish,Giorgio Vasari 19597; Charles DavisGiorgio Vasarj 194.
*13 salviati signed th®oubting Thomasinder the right foot of Saint Thomas: FRANCESCO SALVIATO
FLO. OPUS. The altarpiece and its patron Tomaso Guadagni are mentioned by Vasari (Mil@8gsi,
*1vasai-Milanesi, 7: 600.
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Cecchino probalplobtained the commission for the altarpiece through his patron Alammano
Salviati, who was related to the Guadagni by marriage.
Commissioned in 1544 and completed in 1545xbabting Thoma#cludes a number

of portraitlike heads in the guise of theagtles>™

Rendered in various attitudes, these heads are
chalkwhite in skin tone and have flushed cheeks. Stylistically, these heads are similar to the
Portrait of Giovanni @lle Bande Ner{Figure4.1) andthe Portrait of a Young Main St. Louis
(Figure4.2) . Infl uenced by Br onzi iseedypolishenrbutsith t he s
a variety of paint treatment¥ It has been suggested that the two figures with long grey$eard
were portraits of the patron and his uncle, both named after Bamas.'’ The older figure at

the left has been associated with a blelclilk study in the Pierpont Morgan Library (Figure
4.17.%'® The drawing demonstrates portsiiee naturalism, such as the inclusion of a wart under
the figureos itedbrdws Howeverahe dld rhah is nokdnessed in
contemporary fashigmutweais a mantel of classical style. The fact that the figure appears in
various guises in a number of monumental fresco projects by Salviati, for indageae 1V
Consigning the Baton to Ranuccio Farn¢Balazzo Farnese, Rome) artte Marriage in Cana

(San Salvatore in Lauro, Rome), suggests that the subject was probably a stock character based

on the features of someondth whomthe artist was familiat*°

**The altarpiece was commissioned on 6 November 1544; the final payment for the work was made on 9
December 1545. See ASF notarile antecosimiano, Piero Francesco Maccali, f. 12480, fol. 110r. The
document was published by R. S. Millarl 9 9 7 . See also Cat herRomeandMonbei g
Paris exhibitioncat. no. 36p.146.
*1®The polish surface of the Louvre panel may also suggest that it has been over cleaned.
1" Goguel, Rome and Paris exhibition catalogue, cat. nq.3648.
*18 Goguel in Rome and Paris exhibitiarat. no. 36p. 148. Significantly, in the preliminary drawings for
the altarpiece, all the apostles have full heads ofilsgiite unlike the bald head in the New York drawing
and the finished painting.
*19The drawing was once believed to have been a portrBiactio Bandinellby Maerten van Heemskerk.
*®Mi c hel Hoeatty mErancesce Salviati o la Bella Maniera3§ cat. no. 91.
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The members of theuadagnfamily seem to
have also commissioned p@its from Salviati. Based o
the Torrigiani provenance of tipgcture, Philippe
Costamagna suggests that the sitteahePortrait of a
Youth with a DoéFigure4. 18) is probablyGuglielmo
(1534?), the nephew of Filippo Guadagfii. Although
the portrait showtheinfluence of Bronzino, to which the |

work had beenttributed until around 1980, it also

demonstrates a monumentality thetf | ect s a_ , )
Figure4.18, Francesco SalviaRortrait of a

. . . Youth with a Doe c. 1548. Liechtenstein
brief trip to Romen the autumn of 1547 The Museum, Vienna.

sculpturaltreatmenbf the headnticipateghe Portrait of Cardinal Rodolfo Pio da Carfgc.
15491550). Theportrait showcasestrer t i st s mastery in capturing
various fabrics.The meticulous rendering of the costume can be compared to thatRurthat
Cardinal Rodolfo PiodaCarpi a wor k databl e to t Ramarbperipd nni ng
(15481556)
Towards the end of his Florentine sojourn, Salviati was commissioned by Giovanni and
Pi ero doéAgost lamgeDepoditianfor titeiofanplyachapdl in $ta Croce (Figure
4.19.°% The altarpiece was often compared Wi B r o ®hast imLonfha(1552) for the

Zacchini chapel in the same church. Salviati included two men at the far left in addition to the

%2l Costamagna in Rome and Paris exhibiticat, no. 90pp.236237. The pai nting6és provena
Torrigiani collection suggests that it may have come from the Guadagni family. At the death of his mother,
Teresa Torrigiani, Pietro Guadagni became thethdioth the Guadagni and Torrigiani families and
acaquired the last name of his mother in 1795. Pietro established himself at Palazzo Torrigiani, to which he
moved his art collection. The portrait was perhaps among the paintings that were transferred to his new
abode.David Franklinalso tentatively assocat es t he portrait with Salviati6
Painting in Renaissance Florencg22224.
22 CheneyFrancesco Salviail: 204.
*By/asariMilanesi, 7: 29.
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customary biblical figures t hitavasnotenusialforart of t
Florentine paintes in the sixteenticenturyto insert portraits of contemporaries in {eripheral

areas ofheir altarpieces. Pontormo, for instanegen
included his selportrait at the extreme right of the
Depositionin Santa Felicita. Although clad in classical
atire, the two men in Sal
represented members of the Dini family. The bearded
dressed in green is possibly Agostino di Francesco Dini, :.’
the diseased father of Giovanni and Piero, the patron of §
altarpiece. Agostino died arnd 15471548 and was

interred in the Dini chapéf* Unlike the other figures in

the painting, the bearded man at the far left shows a

Figure4.19, Francesco SalviatDeposition c.
striking particularity. Salviati rendered the majority of thel5471548 Museo di Santa Croce, Florenc
figures in a Bronzinesque coldness and polish. The old man in green, however, possesses a
distinctively warmer, painterly quality that anticipsitee Portrait of Totila, King of the Goths
(15481549) Disassociatingimself from the intense dranaathe center, the old man turns to

converse with a young man who has his back tow

main actions of the scene further suggests that they could be péftraits.

For the date of Agos tHancescdSamiatild207.deat h, see Cheney,
2> This motif of two conversing figures, one timg his back to the viewer while the other is shown in
profile or threequarters view, can be found in several works by Raphael and his school in the Vatican,
such as th&chool of AthengStanza della Segiture) and th®onation of Emperor Constantine the Great
(Sala di Costantino)Salviati himself also frequently included similar figures in his compositions,
including theVisitationin the Oratory of San Giovanni decollate, ieta(Palazzo Pitti, Fleence) and the
Doubting ThomasgLouvre, Paris). These figures usually occupy marginal areas in the composition in
which portraits of contemporaries can be conveniently included as witnesses to historical events.
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As Vasari relates in his biography of Salviati, after the artist had established himself at
the ducal court, his melancholic nature and arrogance alienated his friends and colleagues
including Tasso, who initially supported him. The biodpapspecifies that this change of
attitude took place during the execution of the Camillus G&l&asso formed a faction,
cai ming the Salviati was fAworking by mere skil
(lavorando per pratica, noistudiava cosa che face3sé&’ Cecchingin fact,aroused such
hostility from the | ocal artists that it was r
to be destroyetf® Around the end of 1547, Cecchino again considered returning to Bdme.
The death of Pier Luigi in September 1547 opetheavay for Francesco to be reconciled with
the Farnese family, his chief patrons in Rome. In the same year, Perino del Vaga also died,
opening up opportunities for Francesco to receive commissions forsleatgedecorative
programs, especially the commission to decorate the Sala Regia in the Vatican. Cecchino,
however, was still hoping to find employment in Florence. In 1548, the artist competed against
Pontormo for the commission to fresco the choirar Sorenzo, the parish church of the Medici,
but failed. Vasari cl| ai ms t-domaddidiot evenfforneand c e s c o
Cecchinobds drawi ng t°¥ Di€apmintedandferobitteredothe srtisdt er at i on

abandoned Florence fooRe.

*%\/asariMilanesi, 7: 25-26.

*2"VasariMilanesi,7: 26. Sa | v i at ifaista),tha ability to woyk quickly and without effort, was
misunderstood as the lack of study and invention by his Florentine colledgambta is related to the
concept osenzastemtk i naghfieuantly identified with the artists of the School of Raphael

(it is thus distinctively Roman). By criticizing S
Romanitg which was considered alien to the local tradition and politicalbpitable to the audience hall
of the duke. See Melinda Schlitt, fStFlantgsco Labor an

Salviati et la bella maniera: actes des colloques de Rome et de &i<C. M. Goguel and P.
Costamagna, etal. (Roma £col e fran- a®9lsleés. de Rome, 2001) :
*%y\/asariMilanesi,7: 26. For Tasso and his factionés critique on
in the defence of his friend,s€&c h | i tt, AStudy, Labor and Facility.o
2 Cecchino made a ke trip to Rome in the autumn of 1547.
%y asariMilanesi, 7: 26-27.
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Chapter 5

Salviati os Last years i n HbB6Be and }

5.1 Large-ScaleFresco Projects (1548.556)
Cecchino arrived in Rome in the autumn of 1548, an opportune mothefhe year
before, both Perino del Vaga and Sebastiano del Pioaubdikd. After the completion of the
Cappella Paulina (154P550), Michelangelo preferréd work on sculpture in his old age. In
Ro me, Salviati b6s chi ef competitor was Daniele
decorate the Sala Redia commisin Cecchino covetedbut after the death of Paul Il in 1549,
he fell out of papal favour and the project was interruptédaniele then devoted his later years
to sculpture.
Rome in the mietentury was marked by the-eaistence of the conflicting sg$ of
Maniera and Countevlaniera®>>® The former is rich in ornamentation and involves complex
humanistic iconography, freely mingling pagan and Christian subjects. The latter, pioneered by
Mi chel angel o6s frescoes i n itsBbtdisticaagterity amktheChapel ,

directness of its messag@$.The 1550s was a period of transition from a humanist to a Ceunter

Reformation culture.

3L A letter from Don Miniato Pitti to Vasari, dated 11 July 1548, states that Salviati planned to go to Rome
in September of that year. Salviatust have returneid Rome byl4 October 1548, when he was
nominated as a member of the Virtuosi al Pantheon. See Cliweaagesco Salviatil: p. 220, note 235

Al essandro Nova, fiFrancesco Sal viati Mitteilungeh e ' Mar kg
des Kunsthistorischemstitutes in Floren25 (1980) 370, note 11

*20n hearing of Perinods death, Salviati went to Ror
commission to decorate the Sala Regia in the Vatican. Paolo Giovio wrote from Rome to Vasari in Rimini
onl0Decemberé Fraasmm:esico Salviati =~ venuto qua a | 6odor

occupato in altro che in far lasalagrandle s e e Gi, Der lgeradsche Nactdassed. Karl Frey 3
vols (Hildesheim : Georg Olms, 1982L: 209.
3 For a good overview of the arts during the Coueformation, seelall, After Raphaglchap. 5, pp.
173214
3 gee ibid., 1756. The austerity of the Count&aniera had been anticipated by Sebastiano del
Pi omboés | ater religious works.
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Upon his return in 1548, Salviati attempted to adjust his style to therdamnki more
sober Michelangelesque manner that was prevalent in Rome during late 1540s and early
1550s°% As Michael Hirst observeshe surfaces of forms ithe frescoef the Cancelleria and
the oratory of San Giovanni Decollato are less brilliant than those in the Camillus cycle in
Florence andthe treatment of paint appears heavier and déffséis Cheney implies that the
Michelangelesque influence on Salviati subsided after 1551/1552hih@atural inclination to
ornamentalism prevailet!

Francescobs career reached it cl i max bet we

return to Rome in 1548 and hdsparture for France in
1556. In this period, he executed several lmape fresco
projects: the decoration of the Cappella del Pallithe
Palazzo della Canceller{a5481550), the completion of
t he Markgrafen Chapel i N
1550), aNativity of St. John Baptié the Oratory of San
Giovanni Decollato (1550551), aWedding of Canan

the refectory of San Salvatore in Lauro (18%53), the

Sala dei Fasti Farnesiani in the Palazzo Farnese (c: 154

1556), theStories of Davidn the Palazzo Ricebachetti Figure 5.1, Francesco SalviatAdoration
of the Shepherdsc. 15491550

(15531554), and the completion of the Chigi Chapel in Cappella del Pallio, Cancelleria.

3% CheneyFrancesco Salviail: 221.
*®*Mi chael Hirst, fASalviati®s GwovApois Stlesio i hat & eod O &
Renaissance and Baroque Art presented to Anthony Blunt on"hisiréitday (London: Phaidon, 1967)
34-36.
%37 CheneyFrancescdSalviati 1: 222.
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Santa Maria del Popolo (c. 154854)°%® |n several othese monumental murals, Salviati

insertedvivid portraits of his patrons and acquaintances. The number and the prestige of
Cecchinobébs commi ssions imply that he was consi
During the second half of his Florentine st8glviatihadstartedto explore the panting
techniquegioneeredy Sebastiano del Piombo, and experimented with painting on various

supports>°

In Rome,he continued in this pursuit apdinted arAdoration of the Shepherds
(Figure5.1) in oil on stondor the high altar of the Cappellal d&allio, andexperimented with
ugng oil on the wall surface, prepared with a layer of plasterthealtarpiece of the Markgrafen
Chapel in Santa M&#)*a dell 6Anima (Figure
According to Giorgio Vasari, Cecchino purchased a housetheBRalazo Farnese
immediately after his returtf" Through the agency of Annibale Caro and the Croatian
miniaturist Giulio Clovio (1498L578), Francesco Salviati regained the favor of the Farnese

family, andaround November 1548yas commissioned to decor&ardinal Alessandro

Farnesé srivage chapein the Cancellerid®

%8 The dates of these projects are not conclusive, and will be discussed below.
%3 salviati painted in oil on copper, a support with which Sebastiano experimented, in the miniature
Portrait of a Boy(Figure 4.10) around 1548546, seehap. 4, p. 13-35. Sebastiano, not only invented
the method of painting on stone, but also perfected the practice of painting in oils on walls.
>4 The technique, oil opepering had been invented by SebastianoRiembo around 1530. lIts choice
not only testifies to Salviatiods interest in Sebast
Alessandro Farnese, the patron of the projectPsee r i ci a Rubi n, iThe Private Ch
Alessandro Farnesai t he Ca n c eJodrnalofithe WarliRig arel Caurtauld Institute® (1987):
p . 93, note. 47. For Va svasari od Sechniqudrams. hduisadviaclehokege t e c h n
ed. G, Baldwin Brown (New York: Dover Publications, 196188 239. While Domenico Veneziano was
the first to use this method (followed by Andrea dal Castagno, Antonio Pollaiuolo, and Piero Pollaiuolo),
Sebastiano discovered the means to preserve the freshness of colouring fromSadvasariMilanesi,
5: 579580,
5vasariMilanesi, 7: 30.
*2vasari (Milanesi7: 30-31) indicatedhat Cecchino received the commission to fresco the Cappella del
Pallio upon his return to Rome from Florence in 1548. Cheney, however, argued that the artist received the
commission fronPier Luigi Farnese during his brief Roman sojourn (15843) and had completed two
frescoes before he left for Florence, Beancesco Salviatil: 123. Her opinion has been disregarded in
recent literature on the chapdubind at es Sal mtheaCappédlla deiMrallio ko batween November
1548 and the spring of 1550 P r i v a t €36; &b asp EdIAftar Raphaegl156.
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Alessandro Farnese (152889) was the eldest son of Pier Luigi, and the grandson of
Pope Paul Il (1468549). In 1534, he was made a cardinal at the age of fourteen by his
grandfatherhis namesake. Promoted to the powerful position of-@kancellor of the Church
after the death of Cardi nal beganppday animportdne 86 Medi ¢
role in the contemporary religious and political arena. The young cardisakivamely
interested in the arts, and frequently acted as a mediator between Paul 11l and the artists and
architects undehis patronagé:® His courtalsobecame a place where artists and poets
exchanged ideas.
Ten years younger than Francesco Salviati, the cardinal was amifjAgight years old

when the artist joined his court in 1548. The cardimal

keen collector of decorative artscludingmedals,

engraved gems, miniatures and metal workeymissioned &

the famousCassetta Farnese project to which Salviati
Figure5.2, Francesc

Salviati, detail of the
Martyrdom of St.
Lawrence Cappella
both Giulio Clovio, who produced the famo&garnese Pallio, Cancelleria,
Rome.

Figure5.3,
Francesco Salviat
detal of thePeace

contributed design¥? The cardinal was also a patron of

of Nice Sala dei

Fasti Farnesiani,

Palazzo Farnese,
Hours, andTitian, whom Alessandro invited to Rome in Rome.

the autumn of 1545
Annibale Caro may have been the author of the iconographic prograine fGappella

del Pallio, which includes elements from the Old and New Testaments, as well as from the

Cl are RdHerGrsamn,Cad di nal ed6: Al es NewldavemYalear nese, Pa
University Press, 1992)9-21.
*4|bid., 27. There are two drawings by Salviati related to the project of the cassetta in the Gabinetto
Disegni e Stampe of the Uffizi (Inv. 1557 E & 1612 E), see R&ags exhibition catalogue, pp. 2280,
cat. nos. 95 & 96.
SFor Ti tksfarCardinalFarnese,sReo bert o Zapperi, fAAl essandro Far
and Titian' s Jbuanalafeghe Warbuly ang Coairsauldinstitutes (1991):159-171.
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writing of Virgil and Ovid®* Although executed after theeginning ofCouncil of Trent (1545),
Salviati 0s wor k i n t-Reermcultuaepkthe Clutch, judtapasiegf | ect s t
Christian and Pagan elements in a devotional seftinhe programin particularcelebrates the
mission of the Church as well as the glory of the Farnese fafhily.the chapel, Cecchino
frescoed three large musatheMartyrdom of St. LawrengéheConversion of St. Pauand the
Beheading of the BaptisiThe young man on the extreme left of kha@rtyrdom(Figure5.2) has
been tentatively identified as either Ottavio (born in 1524) or Orazio (born in 1531s&arne

Al essandr o6s °{ Balooksaway selonstidusyrfrem the main scene of action
and gazes directly at the viewer. This figure reappears next to Francis Pieatbe of Nice
(Figure5.3) in Sala dei Fasti Farnesiani. For the high aacchino painted aidoration of the
Shepherd oil on a stone panel (Figukel) in which he inserted a portrait of his patron,
Cardinal Farnese, kneeling behind John the Baptist, and depicted Paul Il in the guise of
Joseph® Patricia Rubin suggestiat Salviati was probably also in charge of the decoration of

the vault and the lunettes, providing designs but leaving the execution to his asSistants.

*®Rubin,i Pr i vat 87 ChVd cehle,l® Hochmann, efRal:a Cap pkdlllaa d@d n P
Francesco Salviati: Affreschi romaréd. Anna Coliva (Milan: Electa, 1998),.3B or Anni bal eds pos
role as an iconographer, sélare Robertsan Anfibal Caro as Iconographer: Sources and Method

Journal of thewarburg and Courtauld Institutetb (1982): 166181. For the collaboration between artists

andletterati in the large decorative projects commissioned by the Farnese family, see Roldi:i@am,

Car di,a0&232. dven of letters would usually pro@dwo kinds of services to their patrons relating to

the creation of works of art: first, they would choose the sulojedter, and then, they would supervise the

execution of a project, often recommending artists for the tasks. Artistic advisers, §iokiasnd Caro,

played an i mportant role in shaping Cardinal Farnes
>4’ Hall, After Raphael156.
For a detail discussion on the iconography, see RL

*9Rubin,i Pr i v at el05CHoehmantiGCappela del Palligd 36. Otavio was made Prefect of Rome
in 1538, andsucceeded Pier Luigi as the Duke of Parwmiaile Orazio had been nominated as the Prefect of
Rome in 1547
*vasari Milanesi: 7: 3) recognize the portrait of Cardinal Farnese in the altarpiece. Rubin suggests
that the portrait of Paul Ill may have been addetthée ar | y 1550s t o commemor ate t}
protectorof the Church in time of need, as well as the patriarch of the Farneig dachthe initiator of
the Gol den Age 9898 RBeeals@MorarkahncaspoeShlviafi4s.
*“'Rubin implies that Salviati may havlotegafoptiecoyed f or r
execution of the lunette frescoes and theesb decoration onthe vault A Pr i v a85eSe€dsapel , 0
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InMay 1549, the congregation of Santa Mari a
painting in the Markgrafen Chapel in the church. The project had been left unfinished when the
artist left Rome for Florence in 154%. The altarpiece showing a Pieta wih Joseph of
Arimathea (Figuré.4) was painted in oil on the wall
surface- a technique perfected by Sebastiano del
Piombo>** A posthumous portrait of Cardinal Johann
Albrecht von Brandenburg (1494545), the patron of the
chapel, is shown in the rightrleground of the altarpiece
(Figure 4.4). The cardinal is represented in profile,
perhaps because of the posthumous nature of the

554

portrait’>* Cardinal Johann Albrecht was an important

patron in his timeandhad commissioned works from

) o Durer, Grinewaldard Lucas Cranach the Eld&?
Figure5.4, Francesco SalviaRieta c. 1549

1550 Santa Maria dell o6

Ni col e Dacos, iltaliens et FeanpxecrbaviasetldadBella | 6 At er | i e
Maniera: Actes des colloquies de Rome et de Pads, C. M. Goguel et al (Rome: Ecole Feise de
Rome, 2001), 19213. Dacos listed the artists involved in the project: Zaga, Pellegrino Tibaldi, Roviale
Spagnuolo and Gaspar Becerra.
%52 Salviati started working on thdecoration of thélarkgrafen Chapedfter his return from Venice in
1541, se VasariMilanesi, 7: 20. Before the artist left for Florence, he had completed onBetitecosin
the vault of the chapel and the Christ of ResurrectionseeAl essandr o Nova, AFrancesc
'‘Markgrafen' Chaped 356. On 2 May 1549, Salviati agreed to finish the decoration of the chapel in four
months, see ibid., 368, docs. 2 & 3.
3For Vasari 6s ¢ omme Vasarioo Fechhiqu€32236.c hni que, see
54 Also, there is a long tradition of showing the patron irfifrén altarpieces.
Al essandro Nova, #fASanta Mar i aFraheescb Sakiati AfiresciCappel | a
romanij ed. Anna Coliva (Milan: Electa, 189 43.
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On the niche at the left, the artist painted the figures of &

Mauritius and St. Albert th€armelite; on the right, the figures of |
St. Stephen and St. John the Almott&rErancesco inserted two
oval portraits at the bottom of the lateral wallsrounded by
fictive architecture decorated with grotesques. On the left, flan

by Faith and Hopéhere is a posthumous portrait of Quirinus

i { V‘J)éh P .‘_.L .X{(
Galler (?1543), the agent of the Fuggém Rome who acted asa L
Figure5.5, Francesco Salviati,

. . . Portrait of a Bearded Man
representative for Cardinal Johann Albrecht. On the right, & pofyiarkgrafen Chapel, Santa Ma

del |l 6 Ani ma, Rc
of a bearded man is accompanied by the figures of Charity and
Justice (Figur®.5). Some suggest thaidlolder sitteris Lemmeken, the agent who took the
place of Galler after his death, while others propose Joachim de Latorff as a more probable

candidaté®’ The sitters are shown thre@arter

view against a neutral greyish ddo&ckground.

Cheney suggests that the likeness of Galler was V¢
likely based on a Northern portrait rather than takef

from life.5® The portrait of the bearded man (Figur

: - cFigure5.7, Titian,
Figure5.6, Titian,Portrait of Portrait of Cardinal

_ _ , Pope Paul Ill and Alessandr Alessandro Farnese
in the early 1550s. ltsch tonality and darker and Ottavio FarneseMuseo Museo Nazionale di

Nazionale di Capodimonte, Capodimonte, Naples
palette, as well as fuller forms, reveal the influenceNaples.

55) is more character:i port

Titian, who visited Rome in 1548546. Although Salviati was absent from Rome at the time, he

0 gt. Mauritius is the patron saint of the cathedral of Magdeburg, where Johaeohalserved as
archbishop; Saint Stephen is the patron saint of the cathedral of Halberstadt, where Johann Albercht acted
as bishop. Saint John the Almoner and St. Albert the Carrbeliteallude tothe name of the patrorbee
Nova,iSant a Mama @& -4481 | 6 A
5" Nova, fiMarkgrafen' Chapel 866, Mortari, Francesco Salviati46.
%58 CheneyFrancesco Salviafil: 236.
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http://upload.wikimedia.org/wikipedia/commons/7/7f/Cardinalfarnese.jpg

must have seen the portraits Titian painted for the Farnese family, inctbdifgmoudPortrait
of Pope Paul 11l and Alessandro and Ottavio Farn@iSgure5.6) and thePortrait of Cardinal
Alessandro Farnes@igure5.7) **° Salviatihadcompleted the decoration of the chapel by 13
August 1550°°

Around the same time, the artisturned to worked in the oratory of S. Giovanni
Decollato, where he had painte®iaitationduring his first Roman sojourn. Commissioned by
Bartolommeo Bussotti, a Florentine banker who was then the head of the Company of
Misericordia, Salviati frescoetdvo monumental figures of Saints Andrea and Bartholomew,
flanking the altarpiece (1551) by Jacopino del CottéSalviati also painted Mativity of St.
John Baptistvhich demonstrates his interest in the art of MichelantjéloThe twisting body of
thenf ant St. John r es e nbnaE®sThatiewratier ohtnemmtbrpvias Si st
finished in 1553. Salviati also provided designs for the last fresco of the cydBebading of

the Baptistexecuted by one of his assistatifs.

*°ThePortrait of Cardinal Alessandro Farnese Naples is sometimes attributed to the workshop of
Titian.
0 Nova, fiMarkgrafen' Chapel 869, doc. 6.
*lyasariMilanesi,7: 31. See also, Hirsfi Sal vi at i 6 s 0 I3& dorRagatomeo [Bessottisee
VasariMilanesi, 7: 2223; Hirst,i Sal vi ati 6s 0TB®d Apostl es
%92 The Nativity of St. John Baptiss dated 1551. Two payments to the artist are documented, one in
September 1550 and the otherin May 155le e Ludovi ca Trezzani, ALO6Oratori
De c ol | Eranocesco Salviati: Affreschi romaréd.Anna Coliva (Milan: Electa, 1998), 26.
*S3TrezzanifiOr at or i o di 265 HalAft€riRaphaglt60.i , O
4 TrezzanifiOr at ori o di 268an Giovanni,h 0
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In 15521553, Cecchino frescoedWedding of Canin the
refectory of San Salvatore in LautB. According to Iris Cheneyhe
composition of the painting showtsei nf | uence of Rap|

Stanza della Segnatythe architectural backgroufmbingindebted to the

School of Athenand the grouping of the figures into two semicircles  Figures.8, Francesco
Salvidti, detail of the

. Wedding of Canac.
On the ceiling, 15521553 Refectory
of San Salvatore in

Salviati painted &emptation of Christflanked by theCreation of Evaand Lauro, Rome.

deriving from theDisputationon the Blesse8acrament®®

theOriginal Sin Vasari also indicated that the artist painted some figures of saints, Pope
Eugerius IV, who was interred in the refectory, an&t George killing the Dragoabove the
entranc€®’ These are unfortunately lost. The artist included several pdikeatieads among
the guests at the wedding. The conversing men on the right behind thgowniey servant are
probably membersoftteonf r at erni ty or ShThemaadepides fri ends
frontally in the middle ground at the extreme righdglisdy also a portrait. Lastly, Salviatiseems
to havesigned the fresco by inserting a setfrtrait next to the bridegroom (Figuse), turning
and glancing darkly at the view#.
At some point before his journey to France, Salviati receivedommission from
Cardinal Ranuccio Farnese (158865), the younger brother of Alessandro, to fresco the Sala dei

Fasti Farnesiani in the Razo Farnese (now the French embassy in Rofth®.ased on Vasar

*%Vasari (Milanesi7: 32) impliedt hat Sal vi ati 6s wor theearly 1560s.Blortarie f ect or
(1992, 62) dated Salviati s work in San Salvatore i
%56 CheneyFrancesco Salviafil: 247-248.
*7VasariMilanesi,7:32. For an i nterpretation of the decorative
San Salvatoreih a ur o Re f Fandesco SalviatioAffresohi romaréd. Anna Coliva (Milan:
Electa, 1998)66-67.
%% Mortari also suggested that the figures around the protagonists of the scene were possible portraits of
Sal vi at i 0 s,Fancesto Salvie6@d nc e s
*9Gigli,iSan Sal vaté8re in Lauro, o
*"OvasariMilanesi, 7: 32.An inscription regarding Paul Ill, who died on 10 November 1549, below the
enthroned pope provides a termirauge quenfor the beginning of the project; see Catherine Goguel,
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account, Salviatios frescoes i n -1598¥buStacl a dei F
room was left unfinished when Salviati died in 1563, and it was later completed by ttaeZuc
brothers.”

The construction of the Palazzo Farnese was started by Antonio da Sangallo the Younger
(14841546) around 1524515 when Alessandro Farnese was still a cardifafter his
election to the papacy, Paul Il dramatically expanded thegirofénis family palace, located
bet ween the Campo ded6 Fiori and the Via Giulia
position>™ The largest of the private palaces in Rome, the Palazzo Farnese is comparable to the

Cancelleria and the Vatican iresiand grandeur. The building functioned not only as the

residence for the members of the Farnese family, but also as a visual manifestation of the power

APal azzo Far nese SmFrancedoe Balviata Affteschi oragred. &rmna @oliva , 0

(Milan: Electa, 1998)77. Vasari(Milanesi, 7: 32placed the Sala dei Fasti between\tteddirg of Cana

in San Salvatore in Laurand the cycle obavid and Bathshela the Palazzo Ricebacchetti.

*"lvasariMilanesi, 7: 32.SeealsoCheneyFrancesco Salviafil: 251-252 Cheney, however, hinted at

the possibility that side walls oftheroomme r e compl et ed after Salviatiés re
*2VasariMilanesi, 7:32.J an L. de Jong, fAHi st or yTh@Taansiatonofg at t he
Raphael 6s ,&oHeeskTh. 8an Ydere(Leuven: Peeters, 200T) Since the projecis
undocumented, it is impossible to date the beginnin
project between the end of 1548 and 15#@Francesco Salviati62 Based on stylistic analysis, Clare

Robertson suggested that the frescoeswe execut ed after Salviasdésiretur
Gr an Ca,b2R2. While ®@oguel believed that Salviati started working in the palace before his trip to

France, she dates some of the scenes to after 15578e e 0 F a ®81i Farnesiani

57 Antonio da Sangallo worked for the Farnese family in various architectural projects. The Palazzo

Farnese was the first commission Antonio received from the Farnese, seeMi&saesi, 5: 450. An

intimate of Paul I, the architect benefited frdns election to papacy, see ibid. 463. For theRamesian

history of the site upon which the Palazzo Farnese was built, see Luigi Spezzaferro and Richard Tuttle,

APl ace Farm se: Ur besPalaissFareéses vols.(Ranie:i Etoldi@ncaise de Rome,

1980), 1: 8588. The authors provide an insightful summary on the political, religious, and urban

importance of the site which méave been the reasons why Alessandro Farnese chose it for the

construction of his family palace.

N asari 6s c tifmofSangallMitanesibe46%4 70) is frequently quoted

intention when he dec igubhedd essendo ereatp ponteficet Anteniomlte®d fjugoc t : i .
il primo disegno, parendogli avere a fave palazzo non pit da cardinale, ma da pontéficgee also
Christopher Frommel , APapal Pol i cy: Jodmaleof Pl anni ng of

Interdisciplinary Historyl 7 ( 1986 ) : 6 2 ;PhdehixaRomanuRoned 534 $&rd,, 0 i n
Artistic Centers of the Italian Renaissance Rpatk Marcia Hal[New York: Cambridge University Press,
2005), 201.
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of the Farnese dynasty in the cify. The audience hall of the Palazzo Farnese, located in the
middle of thepiano nobilefacing the square, was the most important commission in the Eternal
City during late 1540s and early 1550%.

Salviati frescoed the two long walls of thalottq one devoted to Paul lll, the ottter
Cardinal Ranuccio Farnese (158965), the patron of the project. Enthroned at the center, the
two Farnese heroes are flanked by allegorical figures. In the manner of the Sala di Costantino in
the Vatican, Salviatbrganized various categories of images by associating each with a distinctive
fictive material’’’ Based on the g
to Vasari os ‘(‘ -
Giorni as well as the profusion j
of contempor ar.
Cheney suggested thaadto
Giovo may have initially been

responsible for the

iconographical program of the
Figure5.9, Francesco Salviafeact Figure5.10, Francesco Salviati, detail
. . i i ir the fresco cycle in the Sala dei Fasti
Fasti, which were devoted to thof Nice detail of the fresco cycle ir L0
the Sala dei Fasti Farnesiafiegun Farnesiani Begun c. 1552, Palazzo

o c. 1552 Palazzo Farnese, Rome. Famese, Rome.
glorification of the Farnese

®"> James AckermarThe Architecture of Michelange(@altimore: Penguin Books, 1970), 1 pmmel,

i Pap al, 6P dtkérroan places thealazzo Farnese in the context of the development of
Renaissance palaces and compares it with the Palazzo Medici, which also exploited the propaganda
potential of monumental family residencsse pp. 17878

>’® CheneyFrancesco Salviafil: 255.

"Marcia Hall, fPbhlkei 88headoahns| Beli oaf ofedRaphael 6s

Henk Th. Van Veen (Leuven: Peeters, 2007): 18.
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family>* The wall devoted to Paul 1116s role as a f
posthumous parait of the pope flanked by Peace and ReligidnThis monumental likeness of
the Farnese pope is accompanied by two scenes from the history of his pontifiddeadbef
Nice (1538, Figures.8) on the left, and th€ouncil of Tren{convened in 1545, Figu&9) in the
foreground on the right, and in the middie®und and background thear against the
Schmalkaldi League The opposite wall is focused on the military triumphs of the Farnese
family. In the center is Ranuccio il Vetuo depicted in the guise of Aeneas, holding a lance and
a shield decorated with Farnese emblé&th©n the left isEugerius IV Presenting the Baton of
the Church to Ranuccio Farnes®n the right is a battle scene depicting the war against the
Pisans.
Li ke Vasari 6s Sala dei Cento Giorni in the
portraits of contemporariestfatti di naturale) in the frescoes, including that of Paul 11l
enthroned in the center of the east wall, and those of Francis | andsChanléhePeace of Nice

(Figure5.8)>® UnlkeVasari 6s portrayal of the King and t!

"8 CheneyFrancesco Salviafil: 252. ForPaolGi ovi 06s i nvol vement in the pl
CentoGiorni,seeCl ar e Robertson, A6l nvenziioAitedél Cdneegnot he Sal a
Paolo Giovio: Il Rinascimento e la Memoria (Comeb &iugno 1983JComo: Villa Gallia, 1985), 225

233. Giovio had previously collaborated with Salviati ia fitoject of the Camillus cycle in the Palazzo

Vecchiqg see chap. 4,p21. Sal vi ati 6 s knowl edg@ancllerid¥rotsarpri$ing,s mur al s
given the friendship between the two artists. But the common source for both cycles is the Sala di
Costantino, s ee De J Balvigty howeMer, glimimated thdPexdessiveiuse @f,teat in7 1 .

his work in the Palazzo Farnese.

®For Paul I1116s role as the peacemaker in Farnese i
Pad o I I 1 come Pacificatore: Maceso SakiatietdaBellaManiera:6 Sal ot
Actes des colloguies de Rome et de R&@me: Ecole francaise de Rome, 2001),-380.

%80 The Trojan hero Aeneas alludes to the mythical origin of the Farnese fs®eiéylngeborg Walter,

ATi me present and Time Past: the role of Myth, Hist
Dy n a s tLy Dighita idet Casato: Il Salotto Dipinto di Patzo Franesé Rome: Edi zi oni del | €
1995), 108109.

®lyvasari (Milanesi7: 32) | ists a number of personages whose |
f r e s dnaueadece ilfsignor Ranuccio Farnese il vecchio, che da Eugenio quarto recagtoihé del
capitanato di Santa Chiesa, con alcune Virt?, e nel

della Chiesa al signor Pier Luigi; e mentre si vede venire da lontano Carlo quinto imperatore,
accompagnato da Alessandro cardinal Farnesltri signori ritratti di naturale 0
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clothedthemina | | 6 aastunies as if they were two Roman warrtBfsCharles V appears
again in théVar against the Schmalkatdieaguewith Ottavio on the left and Cardinal
Alessandro on the right. The two dominant figures in the scene of the Council of Trent were
identified as Martin Luther and Cardinal Gaetani in the seventeentiury (Figures.9)>% The
figure on the left des show some resemblance to Luther, whose presence is, however,
controversial. The man on the right appears to be a monk, and thus unlikely to be Cardinal
Gaetanf®® To provide a sense of historical veracity, Salviati also inserted pdittaheads
inspired by his acquaintances who had not participated in the actual events, such as the two
bearded standatiokears in thézugernus IV Presenting the Baton of the Church to Ranuccio
Farnese’® The inclusion of recognizable portraits was of particular intecethe princely
patrons of the Farnese family and their artistic adviser, Paolo Giv\Mof t er seei ng Vasa
Sala dei Cento Giorni, Alessandro Farnese expressed his satisfaction, while wishing the portraits
could have been better. Al though most of the
I and Charles V, are likely based pre-existing likenesseghe artist succeeded aturally
incorporating them in the compositioH.

Shortly after his promotiom 1552to the cardinalate by Pope Julius Ill, Giovanni Ricci
(14971574) purchased the palace that Antonio da &émbad built for himself in the Via

Giulia. Around 1553, Francesco was commissioned to fresco the stories of David in the winter

2Gogueli Fasti B&r nesi ani
%% |bid.
%% bid., 83.
%l ris Cheney, fACatalogue of P-8SxeprghrCantuy Dacordlionsivi ngs Re
Palazzo FarneseMélanges de I'Ecole francaise de RoMeyenrAge, Temps moderné8 (1981): 796.
°% Robertsondl Gran Cardinalg6212.
*The portrait of Francis | in Salviatios fresco is
the king (1537). Likenesses of Charles V prolifera
portrait of the emperor painted around 18230. In 1547, Giorgio Vasari also included a portrait of
Charles V in his fresco cycle in Sala dei Cento Giorni, Cancelleria.
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audience hall, the chief reception room in the pai&c@he cardinal was an ally of the Farnese
family, and diring the ponficate of Paul Ill,he hadvisited Spain (1536) and Portugal (1544) as
papal nuncio.In choosing an artist favoured by the Farnese family, Ricci may have desired to
show homage to his protectors. The cardinal was recognized for his ability as a busireessma
organizer, rather thamsan intellectual and scholdf He was howevera collector of rare
objects such as Chinese porcelains, as well as exotic animals and birds. He also possessed a large
collection of portraits and antiquitié$.

Salviaticonceived the frescoes as fictive panel paintings and Far Eastern scrolls hanging
in front of a columned hall against a dark background. Fictive vases sit on top of doorjambs
framing real mar bl e bus’t entherstomwirtddwell, Saviatd i nal 6 s
painted allegorical figures of Sleep and Opportunity, hinting at the themes of the frescoes. The
decorative program was derived mainly from the first and second books of Samuel, concerning
King Saul, Bathsheba, Absalom, and David. Comgjsif seldoms hown epi sodes from
stories, the iconographic program was probably provided by the poet Giacomo Marmitta, the
secretary of Cardinal Ricti’ In his frescoes in the Palazzo RiGacchetti, Salviati returned to

a more ornamental style.

88 The decoration in theala grandehad probably been completed by June 1554, when the cardinal paid

for the laying out bthe floor of theroomSal vi ati 6s work in the palace was

trip to France, since the cardinal sold the building to his friend Tommaso Marini in 88&7Jan L. de

Jong, iAn | mportant Pat r on icd Rahsioalacquld rakdrihe vetorationofi st : C
the Palazzo Rices a c ¢ h e t t iArt BuilletinR4 (&®82): 437.Cheney however, had suggested that

some minor scenes on the end wa lpkriod. Mogtari€1992,&8hp | et ed i
datedthat project between 1553 and 15B6%ncesco Salviatil: 269.

®pe J dalayzo RificSacchetti H35.

590 pid.

*'Mi chael Hirst, @dSal vi at i Buwlingtoh Magazines2@é (1979): 791492 Pal az z o
Hall, 1999, 164.

2 Anna Colivafi Pal az 8@mcRihedit i s al &rantestolSalviati Affreschizoengréd. i n

Anna Coliva (Milan: Electa, 199831. For an interpretation of the iconographic program, see Hall, 1999,
162-164.
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After his return to Rome in 1548, Francesco Salviati also took over the decoration of the
Chigi Chapel in Santa Maria del Popol o, left wu
1547°%® The commission was &fymbolic significance to Cecchinsgnaling his leading
position among his Roman colleagu@e Chigi Chapel was initially built under the direction of
Raphael, who was recognized as the best painter in Bométer Raphaed s ¢ Selastiano
took over the project of the Chigi Chapelveal as the first place in the art of painting,
surpassing the skills of Giulio Romano, Giovan Franc&smiof Florence, Perino del Vaga,

Polidoro, Maturino, and Baldassarre Perd%ziThe commission to finish the chapel implihat

Salviati was consiered the best painter in the Eternal City after the death of SebaStiano.

Sebastiands maj or contri buti on t dativitha thecVirginfrigure was t F
5.11), whichwasleft unfinished wherhe artistdied in 1547 Cecchinocompleted it, as well as

frescang four tondi showing the allegories of the seasons in the spandrels and scenes of Creation

*3vasari (Milanesi, 7: 383) lists the completion of the Chigh Chapel as the second last project Salviati

worked on before his journey to France. Cheney dated the project to arounérbeésco Salviatil:

285. Although Salviatiprobablydid not statr painting inthe Chigi chapel until552/3 he had probably

been approached by Chigibs heir to compPritvatde cha

C h a p @8] Hirgi, Sebastiano del Piomb40. Philippe Costamagnsuggested that the attjgrobably

started preparing designs for the chapelin 1848,ant a Mar i a del Pénmmdsaw Cappel l

Salviati: Affreschi romanied.Anna Coliva (Milan: Electa, 1998),03. See also Mortaf;rancesco

Salviati 68.

*94VasariMilanesd, 4: 368 & 578. The building of the chapel begun around 1512 /1513; see John

Shear man, AThe Chi gi C heuma of thé Warb8rg antM@ouriawdd Irbteeuldé Pop ol o,

(1961): 130, note 8.

% See VasarMilanesi, 5: 571 Although Sebastianalel Piomboexecuted various designs for the

altarpieces in the second half of the 1520gjidenot starpaintinguntil after 1530 see Shearman, 1961,

131& 148. Thereisacontractdatéddu gust 1530 concerning Sebastianods

Hirst, AThe Chi gi C h dquredl of thenWafburg akichCQourtaulddnstitu®éa Pace, 0

(1961): 183184.

*%The exact date when the commission was given to Frantesedocumented. Vasghlilanesi,5:

572) indicates that the chapel wasveiledin 1554. Salviati probably began working on the altarpiece

around 1552/3, for Vasari c¢claims that he completed
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and Fall around the drum. These scenes are clearly
Michelangelesque itheir figural style andhe compositions
were borrowed fronthe frescoes on the Sistine Ceili{g.

S e b a s tNatigity aftbesVirgin(Figure5.11)
differs from the traditional representations of the subject i
its gravity and darér tonality>*® The altarpiece was one of
his earliest experiments with painting on stone, a techniqu
he newly invented for creatiran obscurity tkat solemnizes

his scene and the chiaroscuro that lends it dratiahe

slate support provided a dark ground without necessitatiny
Figure5.11, Sebastiano del Piombo

(finished by Francesco Salviati),
Nativity of the Virgin Commissioned
in 1530 Qil on slate Chigi Chapel,
executedn this supporeternal, since neither fire nor worm:Santa Maria del Popolo, Rome.

preparatiof”® The durability of the stone makes paintings

couldharmthenm?® Sebasti ano6s paintings on stone were |
surrounded thm with ornaments of variegated kinds of stone, transforming these pictures into

objects truly comparable to sculptufés Sebastiano also painted sevVgrartraits on slate; a fine

example is th@ortrait of Baccio Valori(c. 1531, Figur®.33). The commission to finish
Sebastianods Chigi altarpiece very Ilikely init

used not onlyor the Pallio altgpiece (Figureb.1), but alsdor several of his portraits, including

9 CheneyFrancesco Salviafil: 286-287. TheOriginal Sincompositionallyresembles a picture of the

same subject in the Galleria Colonna, executed by Salviati for Alammano Salviati in 1553. Cheney implied

that the allegories of the seasons were probablygeént t er Sal vi ati 6s French jour
influence of Primaticcio.

*%¥ Hall, After Rgohael 131.

9 bid.

69 bid.

8vasari(Milanesi,5:5 7 9 )  Wvendp posconfinciato questo pittore un nuavado di colorire in

pietra, ci, piaceva molto ab6bpopoli, parendo che in
fuoco né i tarlipotessero lor nuocete

%92 bid.
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thePortrait of a Sculptoin Montpellier (Figure 2.36), thEortrait of a Manin the Grassi
Collection (Figure 5.14), artthe Portrait of a Lady as Dianaxecuted in France (Figu&l9).
Alluding to theparagonebetween sculpture and paintjrigalviati cut the stone supports of his

portraits into ovabr circular shapes

5.2 Independent Portraits (15481556)

In his biography of Salviati, Vasari did not mentio @

&

any portrait commissions
return to Rome in 1548 and his departure for France in tf

spring of 1556. Cheney also believedttSalviati was

executing portraits and other panel paintings between 15

: )\»
03 :
and 15562 However, there argeveraportraits by the Figure5.12, Francesco SalviatRortrait

. . L . of a Youth c. 1%48-1550. Qil on canvas
artistthat can be associated on stylistic grounds with  walters Art Museum, Baltimore.

Salviatb s t hi r d RheRPodrait ofpaelouthiotde: Walters Art MuseurFigure5.12),
thePortrait of Totilain Como (Figures.13), the Portrait of Cardinal Rodolfo Pio da Carjpn
Vienna (Figureb.14), the miniature portrait o man, presumabinnibale CarqFigure5.15),
the sacalledPortrait of a Sculptoin Montpellier (Figure2.36) andthe SeltPortrait in the

604

museo Horne (Figurg.17).

€93 CheneyFrancesco Salviafil: 251.
8%%The Portrait of a Manin the Honolulu Academy of Art and, less convincingly, Breetrait of a Man
formerlyinthe CorsinCo |l | ecti on can al so be asfthzperiat ed with Sa
I have not seen these two portraits personaligimy opinions concerning them are basedly on
photographic reproductions. The Honolulu portrait slows stylisticf i ni t i es wi th Sal vi at.
his third Roman period, espatly in the modeling of the face and the detailed rendering of the hair. Its
greyish architectural background, however, associates it with a group of works attributed to the circle of
Michele Tosini. Itis thus listed as an attributed work in the Cati@lpgee cat. nos. 21 & 25requently
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Stylistically similar to Salviat iPdteit portr ai

of a Youth(Figure5.12) must have been executsldorty a f t e r  trétwen tmRomén st 0 s
1548. Thesitter remains unknowtbuthe could have been an aristocratic youth of Florentine
origin. Salviati vividly capturedis shyness and youthful uncertaingnd as sucthe portrait is
comparableo the Portrait of a Youth with a Do¢Figure3. 22) and thePortrait of a Youth with a
Doe(Figure4.18. Painted on canvadyecircularportrait wadikely cut from a larger

rectangular painting, probabdhowing the sitter in half or three
quarterlengthi® The portraités sombre

Sal v eadlierwarksandr eveal s t he arti st

is also datable to approximately the same time, documenting

Figure5.13, Francesco
Salviati, Portrait of Totila,
King of the Gothsc. 1548
1549 Oil on canvas Muse
the Counter ManieraThe masterfuhpplicationof light from the Civici, Como.

Salviatiés struggl e betManeeaandt cti
upper left cornegives the head a sculptural reltbt iscomparable to that of tHeortrait of
Cardinal Rodolfo Pio da CargiFigure 5.%), the portrait miniature in the Grassi collection
(Figureb.15) and thePortrait of a Sculpto(Figure2.36), further suggesting that these portraits

were executed in approximately the same period of time.

related to the Honolulu portrait, the thrgearter length portrait formerly in the Corsini collection includes
an al most identical background. The sitteros
6% The Portrait of Cardinal Rodolfo Pio da Carpin Vienna(Figure 5.13) datable to about the same time
was also executed on canvds.both caseshe canvas supportas probablyhosen for easy transport.
For more details on the condition of the Baltimore portraitcsg¢eno 2.
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Between July 1548 and May 1548alviati probably painted tHeortrait of Totila
(Figure5.13) f or Paol o Gi ovi o6 $%° psmentionad above;Rabld ect i on
Giovio (14831552) along with Annibale Caro, played a critical role in procuring for Salviati the
commi ssion of the Car ¢ Thadristfagveneaseexesuteththei vat e ¢
Portrait of Totila(Figure5.13) inr et ur n f or Gi ovi o6s service. Gi
met in Venice athe beginning of 154&hen Giovio tried to convince the artist to enter the
services of Al fonso d&Altkough,s, the governor of
for some reason, Salviati didthgo to Milan, the historian and the
ance du

artist must have renewed thei

visit to Rome in December 154%.

When Paolo Giovio first arrived in Rome as a professor of =

philosophy, he received patronage from Leo X. He was made Bis‘.

of Nocera in 1527 by Clement VII, and other members of the Mec",'
Figure5.14, Francesco

. . . . . . Salviati, Portrait of Cardinal
family remainechis major patons®® He is chiefly known as an Rodolfo Pio da Carpic.

15491550 Qil on canvas

historian, and authored th#istoriae (Florence, 1552). Giovio was Kunsthistorisches Museum,
Vienna.

well-connectedandwas regarded as fia source %o all the ¢

Although he held no official positioaitthe Farnese couttieremaineda close associate to

6% RobertoBartalini dates th@ortrait of Totlab et ween Sal vi ati 6s frescoes in |
project of the Cappelladel Pallio Paol o Gi ovi o, Francesco Sal ¥2 at i, il
Prospettiva(1999: 188-90. Bartalini convincinglyargued that th@ortrait of Totilg, along with Vasa
effigies of six Tuscan poets, was among the likenesses Paolo Giovio sent to Qdaylb49. The
portrait in Como is alternatively dated to the second half of Salviati second Florentine period $48%5
seel mai visti 20092010, Galleria degli Uffizi, Florenc&alviati probably chose to paint on canvas for
the portraitésmieasy transport to Co
97 See chap. 5, p. #5Bartalini, iMuseo degli uomini illustri H88.
%% g5ee chap 3, p49
89 gee chap. 5, p. P5note 52.
®1%Robertsondl Gran Cardinalg6210. Gioviowasal so i n the service of Duke Ci
whom he dedicated hRagionamentg¢Venice, 1556) an®ialogo dell'imprese militari et amorogéyon,
1559), in which he collaborated closely with Lodovico Domenichi.
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CardinalAlessandro Farnese frotie 15308 As such, ke acted as an intermediary betwées
cardinal and the artists in his service. He introduced Giorgio Vasakessandran 1543 and
procured for him the commissionfi@sco the audience halt Sala dei Cento Giorrimn the
Cancellerig*® Giovio was very interested in the visual arts, and wrote short Latin biographies of
Leonardo, Michelangelo and Raphael. He was the one who encouraged Vasari to write his
famousVite of the artist$™

Giovio was a collector himself. The portrait museum at his villa on the shore of Lake
Como included likeness by important artists, such as Gentile Bellini, Mantegna, Titian,
Pontormo, Bronzino, and Vas&tt. The historian had a novel approach to the display of his
portrait collection, which was hung according to various catagories. He also juxtaposed image
and text by attaching an epigram beneath each picture, listing the achievement of th&'8ubject.
Salvia t Paddtrait of Totila(Figure5.13) was doubtl essly meant to be
was turned into an engraving and published as an illustratiglogia virorum bellica virtute
illustrium( 1 575) . A copy by Chr ithe uppdrsection ofdthe pdrt@itA | t i s s
(15521568, Uffizi, inv. 1890 n. 3049) is part of the Giovio series in the Uffizi.

ThePortrait of Cardinal Rodolfo Pio da CargFigure5.14) was probably painted
shortly after tnmusedFigud5il3d).d Bécause ofGis carwas support, some

have suggested that the portrait should be gro

611 Robertsondl Gran Cardinaled164.
®121bid., 210.
%3 Robertsondl Gran Cardinale6211;Price ZimmermanrPaolo Giovio: the Historian and the Crisis of
Sixteenth Century ItalgPrinceton: Princeton University Press, 1995), 212.
%1% Robertsondl Gran Cardinale6211.
15 1bid., 210211.
6% |bid., 211.
®17 Cardinal Rodolfo Pio da Carpias in Rome during late 1540s and early 1550s. See Michael Hirst in
Francesco o la Bella Manieraat. no. 86.
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1543, i mmedi ately aft &% Howdver the sculptusat ndodelinyef thee t i a n
face reveals amterest in the mature work of Sebastiano del Piombo. Wishing to project himself
as the substitute f@ebastianas the best painter in Rome, Salviati intentionally emulaied
style and techniques during his third Roman pettdd:he masterful application of chiaroscuro
and the greenish neutral background with gradual tonal transition relate the worle totthé
of a Youth with a Do@Figure4.18)i n t he Li echtenstein Museum, datf
second Florentine p@d. The austerity and simplicity of the portrait is also more in line with the
spirit of the CounteReformation in miecentury Romé? Using the traditional format
popul ar i z e dPorbajt of R @godmal(E5L08511, Figure2.23), the artist restered the
red cloak of the cardinal with Raphdide virtuosity.
Rodolfo Pio da Carpi (1500564) was the nephew of Alberto Pio lll, lord of Carpi. He
started his ecclesiastical career under Clement VII. Rodolfo served as the papal nuncio to the
coutt of Francis | during 1538537, negotiating peace between Charles V and the French king.
In 1536, he was madecardinal by Paul 1ll. He was a political ally of Cardinal Giovanni
Salviati, the chief protector of Cecchiffd. Known for his fine collectins of antiques, the
cardinal was the owner of tiizying Alexandenow in the Uffizi (Florence) and thdead of

Lucius Junius Brutusow in the Palazzo dei Conservatori (Rofffé)Cardinal Pio da Carpi was

18 See Costamagria Rome and Paris exhibitionat. no. 86Philippe Costamagnd M®c ®nat et Pol it
Culturelle du Cardinal Giovanni Salviatid Franoesco Salviati et la Bella Manierads. C. Goguel, P.

Costamagna and M. Hochmann (Rorieole Francaise de Rome, 2001), 245.

®19The portrait had been attributed to Sebastiano del Piombo until Michael Hirst gave it to Salviati,in 1980
seeSebatiano del Piombp230Q

®20Costamagnhowever, interprets the portraitodés composit.i
artistic ambitiond M®c ®nat et P,od i24%e Cul turell e

621 Seeibid.

*2Rodol fodés | ibrary and antique collection were disf

Haskell and Nicholas PennYVaste and the Antique: the Lure of Classical Sculpture A1B0D(New
Haven: Yale University Press, 198pp. 134137, cat. no2; pp. 163164, cat. no. 14
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one of the committed supporters of Francesco Salaiding the artist to obtain his lofgsired
commissiorin the Sala Regia.

Roughly contemporary to his first experiments with
usingoil on slate in Cappella del Palfios a | inghe pi e ¢
Cancellaria, Salviati also edthis techniquen some of his
portraits. Although the identity of thsitter of the Montpellier

portrait(Figure 2.36) remains mysterious, the sculpture he holc

suggests that he was very likely a scul5fdiThe stone support

Figure5.15, Francesco Salviati,

Portrait of Annibale Caro Oil

may al so al |l ude t opafadomedelsated. t onmarble, diameter 10cm st i n t h
Private collection, New York.

Furthermore, the sitter was probably an admirer of Michelangelo

ashe holds a reproduction ohe oft h e ma s tswith lfoth hands.r Khe original is a wax

model by Michelangelo now in the Casa Buonaysehich Salviaticopied at various times. The

sitter, however, is not Cecchino himseNlost likely he is a sclptor, with whom Salviati shared

his artistic ideals and practic®artly based on the tentative identification of the sitter with

Benvenuto Cellini (150A571),the portraitin Montpellier (Figures.14) is dated by Michael

Hirst to the secondalfofSalV i at i 6 s F I or e-bh548), wieen theoajtist and Gellifi 1 5 4 5
both served Duke Cosimd?¥: The painting however, is rather different in styd@d format

from the portraiteonsidered hereasbeiagc e cut ed during Sal viati d8s se
Its darktonality and oval formsuggest that it was probgbyoduced aroun@5491550, when the

artist was working othe Cappella del Pallio in the Cancellaaizdthe Markgrafen Chapéh

Santa Maria e | | 6. Alvo exeguted on marble, theloration of the ShephergBigure5.1)

in the Cappella del Pallio showsimilar dark tonalityandis almost comparable to Venetian

Mendel sohn, fAThe 826m of the Parts, o 123
624 Michael Hirst inFrancescoSalviati o la Bella Manierap. 226, catno. 84.
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paintings in its dramatic lighting and application of impastosimilar agplication of lighting

and surface texture can be observed inRlogtrait of a Sculptoin Montpellier (Figure2.36.

The presence of Titian in Rome in 158546and the portraits he executed for the Farnese family

may have renewed Salviatmterest in Venetian painting, as previously discussed in relation to

the two oval portraits in thidlarkgrafen ChapelFigure5.5)°> The Mont pel | i er port

form further associates it with Salwmaatios |iKk
Salviati painted another portrait on marfffégure 5.15)n thefirst years aftehisreturn

from Florenceghatshows remarkablstylistic affinities with his frescoesn the Cappella del

Pallio.®®® The sitter has been convincingly identif@siAnnibale Carowho collaborated with

Salviati on the same frescoe&ccording to Vasari, the artisiad

executed portrait of Annibale in 1541, when the latter was thirt

four years old?’” The New York portraifFigure 5.4) is,

however, from a later period. The identification of the sitter is |

based on the friendship between Salviati and Annibaldthe

s i t t samblasce to the sculptural likeness of Annibale by

Figure5.16, Cornellie de Lyon,
Portrait of a Man c. 1545. Oil ol
panel, diameter 9.5 cm.
Metropolitan Museum of Art, Ne
York.

Antonio Calcagni (c. 1569, Victoria and Albert Museum, Londo

For Titiands Roman visit in ldechapsdpdbd ts possible
626 The miniature was first attributed to Salviati by Costamagna, who also convincingly identified the sitter
as Annibale Caro, il ritrattista, o 47. Fromhe i denti
Raphael to Carracci: the Art of PapBlome ed. David FranklifOttawa: National Gallery of Canada,
2009), pp. 23233, cat. no. 60. For a detail discussion on the identification of the sitter and the dating of
the portrait, see cat. no. 10, pp. Z2ZA. Salviati had previously experimentedthvportrait miniature
during his second Florentine perice chap. 4, pp. 385. The artist also showed interest in the work of
the young Sofonisba Anguissola (after 188»5), whoalsopainted portrait miniaturesSalviati praises
Sof oni s b,aanpleswafavhidh were seen in Rome, in a letter to her teacher, Bernardino Campi,
dated 1554. See Mina Gregorili€@ampi 171
27v/asariMilanesi, 7: 20. In a letter to Pietro Stufa dated 30 January 186@ibale Caro mentions his
own portraits by 8lviati and Bronzino, seBelle Lettere Familiari del Commendatore Annibal Ca?o
vos( Padova: Giuseppe Comi natraithly Ja2opifo,del Qonte, 3e@ bid.,2: For Car
314-315.
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Painted on mottled marble, the preciousness of
sitter, who wasan avid collector of coins and gems.

ThePortrait of Annibale CardFigure 5.5)al so reveal s Salviati s i
contemporary French portraits before his trip to the country, since the mirdppaeentlyshows
the influence of Corneille de Lyéns  wo r k  i®*hAlthohga magtey residing in Lyon,
Corneille (active from 153B 1575) had received royal patronage from around 1536, serving
Henri Il as Dauphin and then Kii§. Specialiing in portrait miniaturesCor nei | | e de Lyo

approach to portraiture was unpretentiously direct and rather

formulaic, posing his sitters at half- threequarterlength against

neutral greenish backgrount8.The Portrait of a Man(Figure

S a | v Patrait odAnibale CardFigure5.15). These portraits

are both in circular form angery similar in size. Both show the

\
1 -J
i

]
’!

W

sitters at bust length, in thremarter view, against green neutral
gth, i »ag 9 Figure5.17, Francesco Salviati,

. Portrait of a Man Early-to-mid
backgrounds. The New York tondo shows the clear influence 1550s il on panel Museo

Horne. Florence.
Corneille de Lyonds wor ks, s aimipaly.eastlysShlviawhi ch Ce
may even have met Corneille, or visited his studio, in Lyons on his way to Paris iff1556.

ThePortrait of a Manin the Museo Horne (Figutr®l7) i s al so databl e to

Roman period (1548556)°** The physi ognomy of the sitter cl os

28 For Corneille de Lyon see Anieubois de GroéiCorneille de La Haye dit Corneille de Lyon
(Paris:Arthena, 1996).

%% Dana BentleyCranch,The Renaissance Portrait in France adgland: A Comparative Studparis:
Honoré Champion Editeur, 2004), 91.

630 ||

Ibid., 93.
81 yons is one of the major cities in sowtntralFrancewheretravelles usually stopped on their way
from Italy to the countryés capital, Paris.
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selfportrait in the fresco cycle of Camillus in the Palazzo
Vecchio,whenthe artistwasin his earlyto-mid thirties (Figure
2.25). The simplicity and immediacy of the likeness also
sugget that this is a seffortrait. The sitter of the Horne
picture, however, appears older and has a longer beard. Po
against a neutral green background, the man turns to cast a

mistrustful glance at the viewer, conveying a sense of dark

humour. Thepot rai t 6s strong psyc"”™ "~ ~° - " T -wer is
Figure5.18, Francesco Salviati,

~Three Fatesc. 1550 Oil on panel

characteristic of Cecchlnoopalazzopim,,:lorence_

t he gen
possessesasomlger avi ty that associates it with Salvia
stylistically close to th@ortrait of Cardinal Pio da Carp(Figure5.14), the Horne picture is not

as sculptural in the treatment of the head. In my opini@anitbe placed between 1550 and

Sal viati 6s depar This selportrait issylisticallg compiarabléd thebhéee

Fates(Figure5.18), a worktraditionallydatedto theearly 1550s.

5.3The French Journey c. 15561557/8

In 1554, Andrea Tassini, tiRomanagent of Henri Il (15194559, r. 15471559), was
seeking an artist to go to France and serve at the royal court. In his biography of Salviati, Vasari
states that Tassihadinitially invited himto go to Francebut not willing to leave the service of

Duke Cosimo, Vasari declined the offer. Tassini then approached S&f/i@tie exact date of

32 The Horne portrait was first attributed to Salviati®grlo Gamball Museo Horne a Firenze : catalogo
con 40 illustrazioni(Florence: Soprintendenza alle Gallerie di Firenze, 1961), p. 483hofehe
attribution has been accepted by the musage-ilippo Rossill Museo Horne a FirenzéMilan: Electa,
1967), 149 Mortari, however, lists the painting in the category of doubtful or erroneous attriutions
Francesco Salviatipp. 155156, cat. no. 152. Costamagna attritaiteo the workshop of Salviati i | |
r i tr apt52,inate 4a8.Fobfurther discussion aattribution, seeat. no. 4.
83 vasariMilanesi, 7: 3335.
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Francescobds departure to France is not documen
from Cecchino to Jacopo Salviati, the son of Alamanno, the artisstillin Romeat that daté®*
Francescobs father died in 1555 aff"d he returne
Giovambattista Armenirindicatedin his| veri precetti della pitturgd Ravenna, 158@&hat the
artist was taken to France by the Cardinal of Lorré&ifhdris Cheney proposed convincingly that
Salviati probably did not commence his trip to France until February 1556, when the Cardinal of
Lorraine (15241 57 4) , t he ar t inslefttRemedohFramds’ \Fasae pravities p at r o
t he exact dur at i on Tonventy$nanthsg, meaningdhat the drtstynust haveFr a n c
l eft the country around September 1557. Chene
France to the winterfd 557/8%%

Convinced of the supremacy of Italian art, Francis | (r. 18347) admired and collected
Italianworksand hired a number of artists from the peninsula. His art collection féatarks
by the most renowned masters of the ltaliand&&sance, includingeonardo da VingiRaphael,
andMichelangelo. Some of these were diplomatic giiach as the four paintings by Raphael
from Leo X in 1518the Visitationby Sebastiano del Piombo from the Venetian Republic and
Sangall o6epygr o6 aMi Ratled GascmpdeomFPdom Giovid>® Francis |

also employed agents to acquire art for him in Italy. Commissioned by the king to collect

834 Archive of the Salviati family, Pisa, filza, I, 7, fasc. 3. nor@ntioned in HurtubisdJne Famille
Témoinp.299,ndael 5 1 ; Il ris Cheney, i The Dat e ArBulEtn&ncesco
(1992): p. 157, note 5.
8%CheneyfiSal vi ati 6s HB5ench Journey, o
63 Giovanni BattistaArmenini, On the True Precepts of the Art of Paintiegl. & trans. Edward. J
Olszewski (New York: Burt Franklin 1977), 96ee also Chenefisa | vi at i 6 s ,0pri&7nnote Jour ne
8.
%37 |bid.
®%¥CheneyfiSal vi ati 6s 18.ench Journey, 0
%39 Robert J. KnechiThe French Renaissan@urt 14831589(New Haven: Yale Universitpress,
2008),193195. The four paintings by Raphael w&te Michael slaying the Dragohloly Family, St.
Margaretand a portraibf Joanna of Aragarall now in the Louvre ForFr anci s | 6,seeadsot col | e
Janet CoxRearick,The Collection ofrancis I: Royal Treasure@Antwerp: Fonds Morcator, 1995)

177



FIl orentine art, Bat tNatar¢ a Ba e |[dMeacerP Holdiligaa Hlgee nt Tr i b
and Mi c h ééralast Eranoeirslate 15208 A number of Italian artists, such as
Leonardo da Vinci, Andrea del Sarto, Rosso Fiorentino, Francesco Primaticciel@BIand
Benvenuto Celliniactually travelled to France where trenjoyedthe lavish patronage of the
French kings.
It seems that Salviati initially planned to establish himself permanently in France and
never to return to Rome, since he sold his housigeimia Giulia and all his possessions except

41

the offices®** When he reehed France, he was received by Primaticcio, then abbot of St. Martin

as well as painter and architésthe king®**> A pupil of Giulio Romano, Primaticcibadentered
the service of Francis | in 1532. Cecchino and Primaticcio may have previously nietthefo
former6s trip to Fr ahadbeersestiomRone bytthe &ingBoadllectgan e s e  a
on several occasions.

Although Vasari claims that Henri Il was the ameoinvited Salviati to France, the
Cardinal of Lorraine seemstohdvee en t he artistds chief protectoc
The only works from Cecchinods Fresomeh sojourn
decoratve projectintheCar di nal of Lorr ai HeChaslesdhGiisee au at De
(15241574), the archbishop of Reims, was created cardinal in 1547, when he first visited Rome.
Knownas acollector of antiques and ltalian atthe cardinalvas also the patron of Francis

Clouet, Primaticcio and Jacquio Ponsidthough portraits of the cardinal are known by Francois

Clouet and EI Greco, there is no mention of Francesco Salviati ever having painted one.

640 Knecht The French Renaissan@ourt, 195. For Battistadell® al | a6s rol e as the art
see Caroline Elam, AArt in the Service |0dtti Li berty:
Studies: Essays in the Renaissabd@993): 33109.

®4lyvasariMilanesi, 7: 33-35.

®42y/asariMilanesi, 7: 34.

#3vasariMilanesi, 734 see al so Cheney, fASalviatioat French Jol
Dampierredid notsurvive thechateauwvas razed and rebuilt in the late seventeenth century, see Cheney,

AiSal vi ati 6s 158 notei3 Journey, O
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I n France, Sal vi at iabeadybeeanbnmounceddyHtoatraitpob r t r ai t i
Pietro Aretinosent to Francis | in 1539? In fact, the portraievidentlyimpressed Francis | so
much that he expressed a wish to intfite painteto Franc€*® Cecchi noés ski | | i n
also manifested in theoubting ThomagFigure4.16) for the Guadagni chapel in the Church of
Our Lady of Comfort, Lyon Regarded asne of the most beautiful works in the citige
altarpieceshows a number of finely executed portrait heads in the guise of the apdstiehis
part,Salviati had certainly been aware of the works of the Fontainebleau school prior to his
French visit. As Candace Adelson pointed out, Cecchino
probably had access to Fontainebleau prints in 1542/3, w
he was designing the “8al a decor at
Furthermore, as early as 1550, Salwedspursung
friendships with French artists. According tawenini, the

artist was on familiar terms with the French sculptors

Jacquio Ponsio (Ponce Jacquiot) and Bartolommeo, at

whose place Cecchino met the young ArmeffihiPorsio
| . f Shaflthe i Figure5.19, UnknownFlorentine .
wasalsoan associate o aflthe i aanist Portrait of a Man wearinga € C O T @t |

Gold Pendant c. 1560s Oil on panel

palazzo RiceiSacchet.®*® While Salviati was frescoing the 50.2x358cmChr i st i e 6«
July 2005.

%44 The portrait, now lost, was executed by Saliativeen July and December 1586e chap. 3, pp68
87; Cox-Rearick,Collection of Francis | 243; KnechtThe French Renaissance Cqur®6.
See Aretinods letter to Fraecesce l:2WFNelvederéiledat ed
ritratto mio di mano vostra, Sua Maesta se ne maraviglio come di essempio vivo e non come di opra
dipinta; e, fattolo pore tra le sue gioie piu cadisse: «lo voglio lo autor di si bella cosa ai miei
pi ac &r iSeé& &Rbeasiok, 1995, R43.
“*candace Adel son, fABachi acc a,LeAradelPinepato Médineot he Sal a
(Florence SPES, 1980), 15%60.
47 Armenini, True Preceptsf Painting 293. The Bartolommeo mentioned by Armenini has not been
identified.
“Cheney, fiSalviati6s Fr ewockiatthe PalazzRieciySacthetiisBeDe For Por
Jong Amimportant Patron 0 -158. 5
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sala grande Ponsio was working on the decoration inpha | aCteeféasl o wi ng. Ponsi
still demands further study. He was referred to as a French sculptor by Armenini, while Vasari
implied that he was Itain®*° He may have previously worked on the stucco decoration at
Fontainebleauand mentioned themo Salviati®*® As well, Salviati may have been informed
about arin France througiCardinalAlessandro Farneseho acted as papal legate in France and
hadvisited the Chateau de Fontainebleau in December %544,

Francesco Salviati was apparently not very productive in France. His work at Dampierre
was not appreciatednd his pride and criticisseems to havalienated all his colleagué¥.
Cheney suggestl that thé”ortrait of a Man wearing a Gold Pendafiigure5.19) was the only
identifiable work by Salviati datable to his French sojdtitriThe sitter, though unknown, is
believed to have been a French nobleman because of his gold phatleasembésthe badge of
the order of Saint Michel. Thei t tuf®aolarsvas popular in northern Europe, and supports
theconnection with France. While both Cheney and Mortari believed that the peraait
autograph by Salviati, it appears to me that it asarlikelyto be instead bierfrancesco Foschi

(15021567)%>*

849 Armenini, True Precepts of d?ainting, 293 Henri Zerner implied that Poniso was one of the principal
French sculptors of the ef@enaissance Art in France: tievention of ClassicisrParis: Flammario,
2003), 331.
850E . Hewett also suggested that Ponsio may have accompaniedi®aiVis trip to FranceSeeDe
Jong, AANn | mpd37tnat@as. Patron, 0
SlRubin,iPri vatd93.Chapel
®2sal viati 6s arrogance towards his fell orwBdamdt i st s ir
Armenini, True Precepts of of Fating, 89-90.
53 CheneyFrancesco Salviati2: 430431; Cheney associated the sitter with the French order of Saint
Mi c hel based on the gol d pendant Mdntari arguedicorwincingiySal vi at
that the pendant showed Persus slaying Medusa instead of St. Michael slaying theSanmpeagco
Salviati p. 146, cat. no. 112. The male figure seems to hold a sword instead of a spear, the weapon
associated with the arahgel Michael in traditional iconography of the subject. Also the prevailing figure
does not have wings, but is depicted nude.
854 The attribution to Salviati has been refuted by Costamagna, who proposed Maso da San Friano as a
more plausible candidate,e e Phi | i ppe Co sandmavgtionaThe Art©foviago danSan t y
F r i a nQ@omtinuityi Imnovation and Connoisseurship: Old Master Paintings at the Palmer Museum of
Art: Proceedings of an international symposium held at the Palmer Museurt) 8LAdarch2 April,
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Catherine Monbeig Goguel recenfiyoposed that Salviati
executed another likeness in Frantiee Portrait of a Lady as Diana
(Figure5.20).°*® The work was previously given to Francesco
Primaticcio, and the subject was traditionally believed tDibae de

Poitiers (15061 5 6 5) , hiistress1° Cdrtairdyshe sitter is

portrayed in the guise of Diana, the goddess of the kdmi¢chled

Figure5.20, Francesco

Salviati, Portrait of a Lady a . L . .
Diana 15561557 Chateau Scholassto identifying the young ladgsDiane de Poitiers. The

dO6AnetetloiEur e

workds provenance fr aheamid-rinetee@in ©t e a u
century also seeadto support this proposition. Recentyatherine
Goguel challenged this hypothesis by pointing outti@troyal mistress
would have been in her fifties when Cecchino visited France, while thili//s
subject of the Anet portrait appears much youritjeldentifying the
pattern on the cameo ornament.

of arms, Goguel furthesuggests that the woman was probably one of

Di anebswhiatdierg fnom the Dauphi >f Di an

-
Figure5.21, Francgois

i 658 ; : . . . Clouet,Portrait of
territory.™ The sitter of the Anet portrait was likely a distant relative Capothecary Pierre Quthe

1562 Musée du Louvre,
Paris.

1995 ed., M. J. HarrigPennsylvania2003, p. 59, mte44. This male portrait was recently sold at
Christieds London as a work of Francesco Salviati
association with the Ordef Saint Michael was mistakenly reaffimeskeC a t . entry, Christie
July 2005. While the portrait was attributed to Salivati in the sales catalogue, the tentativeness of the
attribution was also mentioned.
Cat heri ne Mo helprtiaigde BrongeereDiareui ch ©t eau dodAnet: Une pr
Francesco SalReivautei deen2LFy /228308 )
%% The portrait was referred to as a winmkPrimaticcio on the post card sold at the chateau. This
attributonhadakady been rejected in 2004 at the Primaticci
La Sainte Fami | Prienatideenaitredd& Fonairteldeged. DoCordatlier (Paridviusée du
Louvre, 2004), 117. G o g e Nréasd Mast Jean debYtutbeé, thencurfelats b e e n
owner ofthec h ©t e au d 6 A nfieetportrag de demi@eopg29,adte 6.
57 Goguel,fiLe portrait de femmé, 26.
%38 |pid.
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Cardinal de Lorraine, Slkellikemesss paidited inmihan sldte,gp at r o n
technique as we have seepopularized bysebastiano del Piombo in the 153@sad taken up by
Salviati inthelate 1540s, when he was commissioned to complete the decoration of the Chigi
chapel, left unfinished bihe Venetiarf>®

Salviati os i mpact on French art seems to ha
Henri Zerner has observeddle i nf |l uence of Fl orentine portrait
mature picture&® | would suggesturtherthatClouet was probably familiarwitS a | vi at i 6 s
portraits For e x a Roptrhiteof Apdthlecary Rigrré Quth&igure5.21) showsthe
strong influence of Salviatidés work in the gen
Cl ouet 6 s p osthatofdahidrortrait @ a Mamib Tolkeyo (Figure 231) as well as the
Portrait of a Man of the Santacroce Famfligure3.21). The inclusion of a green curtain at the
upperleft corner and the neutral olive background upon which the sitter casts hisvsiiad
trademarkof Sal vi ati s portraits from the early 15
his portraiture with him to France, since he initially planned to establish himself permanently at
the French royal court. Clouet was serving agptire du roiin Paris, and must have met
Sal vi at during the | atteréds sojourn in France
interested in Salviati 6s alamgantitalyi mhe Floremting e nr e a
may have shown sar@s of his works, or, at least, described them to his French colleague.
Anot her possi bl e s our c ePoftraitof Apothecarg RiemgpQuthé t i on o f

(Figure5.21) is the likeness of Aretino done by Salviati during his Venetian sojourn. This

®95ee chap. 5, pp. 668.
80 Francois Clouet (c. 151i01572) and his father, Jean Clouet (c. 148@1), were the leading portraitists
in France and the painters of the Kigrner,Renaissance Art in Franc201.
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picture, now lost, was sent to Francis | as a gift in ?83@&louet was surely familiar with it, and

Salviatiodos visit to France mangionhgaimwe br ought th
During his visit to France, Cecchino may have also influenced other artists at the French

court, such as Luca Penni (1500856/7). A portraibnamonument al scale, sold

London in 2009 as thiortrait of Jean de Dintevié as Saint Georgérigure5.22) attributed to

Primaticci o, shows remar kabl e resemblance to F

Ranuccio heraresseda | | 0 @nrthe fresca cycle of the Sala dei Fasti Farnesiani (Figure

5.23).%%2 Both subjects are seated and similarly dad | 6 a Fhe sitter @f the French portrait

holds a lance with his right hand, seemingly mimicking the gesture of Ran#mi@as in the

Farnese cycle. The two portraits are too similar to be coincidental

851 For the lost portrait of Aretino by Salviatieechap. 3, pp. 8-87.
852 Notwithstanding their obvious similarities, tRertrait of a Man as StGeorgehas not been discussed in

relation to Salviatiés work in the Palazzo Farnese.
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Based on Ch aesbpeopositon, ehe dubjest @fdhe magnificent portrait sold
at Sot hebyds bhsdean de Bistavillei(1$Gd55%5),ithe iveskdown French
diplomat, who served as the ambassador to England in°i538is widely-accepted
identification, mai nly based on a comparison w
AmbassadorgNational Galery, London), was the chief reason for attributing the portrait to
Primaticcio, who is known to have painted at least two portraits of the dipishte picture is
traditionally dated to 1544,
when Primaticcio is
reported to have been at
Dint evitdalae 6 s
Polisy®® Henri Zerner,
however, recently argued

that thesitter isnot Jean de

Dinteville, pointing out that Figure5.23, Francesco Salviati
Figure5.22, Luca Penni (?)ortrait of Rgnuccio Farnese as Aenedstail of

hel acks Jeano a Man as Saint GeorgeAfter 1556 oil y, frescacycle at the Sala dei Fasti
On canvagl63x 136 cmS o t h e bramesiani c. 15521554 Palazzo

red beard® Dating the rondon, 8 July 2009 Farnese, Rome.

®Charles Sterling, fledimsghedleankisme earopandetdema u, 6 i n
Rijksmuseum1955), p. 82, note 101.
%4The attribution has been accepted by PHpanessyPortrait in the Renaissanc@52. In a letter from
Primaticcio to Francois Il de Dinteville, bishop of Auxerre, dated 11 March 1551/2, therpaaritions
that he hadionea portrait of Jean de Dinteville and was in the process of making another. The letter is
guoted in E.A.R. Brown, AThe Dinteville family and
Metropolitan Museum Journ@4 (1999):88.
%%Jean became tt&eigneur de Polisin 1531 after the death of his fathéf.or Pr i mati cci 06s Vi :
Pol i sy, see SlbeBarbaayiaseckd Johmsbio Qollection: Renaissance & Baroque
Masterworks 8 July 2009. ( &t @6n dhe portraitSscattematively Gased td €20 9 ) , L
1550, see Silvio Leydi in S. W. Pyhrr and\JGodoy,Heroic Armor of the Italian Renaissance: Filippo
Negroli and His Contemporarigdlew York: Metropolitan Museum of Art, 1998), pp. 1124, cat. no.
17.
6 Zerner,Renaissance Art in Francé45146.
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picture to around 1550, Zerner also suggested that the portrait was more likelyat iuack

Penni, the younger brother of Francesco Penni, one of the most fafifdasp h pipuls®’sA

post humous inventory of Lucabs possessions | is
seems that, residing in Par@enni painted mostlyqstraits in his last yeaf§® Luca Penni died

around 1556/7, the very years when Francesco Salviati was visiting France. Could the portrait

sold by Sothebyés have been one of the | ast wo

classicizing portraibf Ranuccio? Unfortunately, reliable portraits

by Luca Penni cannot be traced now. There is no sample of hit
works in the genre that we can use as a reference for authorshi
No matter who the artist of the portrait ntagvebeen, t he
monumentaskize is exceptional to the portraits of #rench
Renaissanc®’ The portraités clear | : o Sal vi
the Palazzo Farnese (155354) and its stylistic connection to the
Fontainebleau school suggested that it should probably be dater;y es 24, After Francesco
Salviati, SelfPortrait. Gallerie

during or after Cec¢€lb5/8)nods F degliUffizi Florence (1556

Alsodaa bl e t o t he Fr e safRortpie(Figuresld),ikmownIausvi ati 6s
through date-sixteenthcentury copy in the UffiZi’® The portrait must have been a late work,

since it shows the artist has aged greatly since th@gslhait (c. 15431545, Figure2.25) in the

Camillus cycle. The sitter wears a rather foreign outfit with a ruff collar, which was popular in

7bid.,1 4 6 . Luca was also a member of Raphael s Roman
as an assistant to Rosso Fiorentino, working at Fontainebleau along with his master and Primaticcio.
668 [1a;

Ibid., 145.
%% The majority of French portraits of tiperiod is rather small in scale and focuses on the depiction of the
face.
670 Cheney considered the Uffizi portrait an autograph by Saleincescco Salviatil: 322323. In my
opinion, the Uffizi portrait is a latsixteenthcentury copy after Salvi@i or i gi nal , which i s n
portraitis currently attributed to an unkown Emilian artist in the circle of the Carracci brothers by the
gallery. See cat. no. 23.
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Northern Europe aroundthe mide nt ur y . Vasari first mentioned
during his sojourn in Franéé: Theart st 6s troubl ed and aged appear
unhappy state at the French courike the SelfPortrait in the Museo Horne (Figufe17), this

late likeness is simple and direct. But the artist shows an aristocratic air appropriate for a court

artist.

5.4 PostFrench Period 1557/81563

On his way back to Rome from France in 1557/8, Salviati spent fifteen days in Milan,
enjoying the hospitdy of Messer Lione, an Aretine. In Florence, the artist met with Giorgio
Vasari and complained about his French jouffi&Wis Florentine stay was brief and Vasari did
not mention Salviafi E2ceiing any commissions in his native cf§’. When he reaad Rome,
the artist filed a law suit against the stewards of the Cardinal of Lorraine, from doeceived
some compensatidh?

Based on Vasari 6s biography of Cecchino, th
major project Salviati worked on betweleis return from France in 1557/8 and his death in 1563
at the age of fifty thre&> After the death of Perino del Vaga in 1547, Salviati immediately
attempted to obtain the commission to finish the decoration of the Sala Regia. But Paul Ill gave
the projet to Daniele da Mieerra, whose work in the room was interrupted by the death of his
patron in 1550. The projeatas therleft unfinished until January 1560, when Pius IV, mediating

through Cardinals Marcantonio da Mula and Alessandro Farnese, trechterw Dani el e d s

51 vasariMilanesi, 7: 3435.
672 |id., 7: 35.
673 vasariMilanesi, 7: 35.
7 bid.
7% vasariMilanesi, 7; 35-40.
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commissiorf’® At that time,Daniele was busy with other commissions, and could not give full
attention to the completion of the decoration. Therefore, Cardinal Farnese recommended
Cecchino to the pontiff and tried to procure half of thekifor him.°”” A bitter quarrel between
Daniele and Francesco took place. Whil e Sal vi
architect, Daniele was backed by Michelangelo. Through the support of Giorgio Vasari, Duke
Cosi mo | ded MRddlfeRioda @adhiSalviatrfidaillyrolatdined the commission
around 1562. However, Salviati did not get far in the project, comglétle more than some
preparatory drawings and cartoon. Before the artist started painting in the room, he dastroyed
scene begun by Daniele, and the feud between the two pairtersnewed”® Francesco
abandoned the project and went back to Florence. The work $aldinwas then given to several
young artists, including Sicciolante da Sermoneta, Livio Aggresti,i@&ammachini, Marco da
Siena, and Taddeo Zuccdrd.After Cecchinaabandoned the projedtis Submission of the
Emperor to Alexander INvas finished by his disciple Giuseppe Porta, who was commissioned to
execute another fresdoSette Rein the sameaom®®

Troubled by the disputes for the commission of the Sala Regia and his bad health,
Salviati worked on only one othfrescoproject during his pogtrench period the decoration of

the altar wall in the Griffoni Chapel in San Marcello al CdfaCheney believed that Salviati

®7® |pid., 7: 35.
®7 Ibid., 7: 35.
®%8 |pid., 7: 37.
79 |pid., 7: 39.
80v/asari (Milanesi7: 46) says thaBiuseppe Porta was called in after Cecchino died. However,
documents of payment for the Sala Regia decoratdinatethat Porta had been at work in the chapel by
September 1562 f our t een mo nt h s seblvVieTadsh Eius8ppd Poria2d44246)l6s de at h
Cheney, AThe Parall el LGiongie Basaoi: ftra Déeosazianeé Ambienthle Sal vi at i ,
Storiogmafia Artistica, convegno di Studdd., Gian Carlo Garfagnini (Florence: Leo. S. Olschki, 1985), pp.
301-308, p. 308.McTavish suggests that Porta did not simply finishSbemission of the Emperor to
Alexander llIbased on an invention left by Salvidtit made radical changes to the composition and
incorporated his own designSjuseppe Porta246247.
Bt seems that Vasari di d n chapelitisaommeStiaredinhimt i 6s wor k
writing.
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must have begun working in San Marcello al Corso before his French sSfoiime

commission, however, probably dates from 1562, when Matteo Griffoni obtained the concession
to decorate the chap®?.Around a late fourteenenury Madonna and ChildSalviati frescoed

five scenes from the life of the Virgin Mary. In November 1563, Salviati died in Rome, and was
buried in the church of San Gerolamo della Caritd. The pavement of the Griffoni Chapel was
later executedccordingtcsal vi ati 6 s designs.

Vasari indicates that, due to the lack of important commissions, Salviati executed some
portraits and minor pictures immediately after his return to Rome from France, but he does not
provide specific information about the idiniof his sitter$® It is recorded thatowards the
end of his careeBalviati paintedwo portraits, oneof which showsCardinal Giovanni Salviati,
the other depicts Cardinal Bernardo SalVi&tiCostamagna also suggested that Salviati may
have paintd a portrait of Orlando Parentini, a lithmown Florentine painter, whaossessetivo
pictures by the artist®® These, however, cannot be traced now. While scholars have admitted
that Salviati had painteskeverabportraits during his pogtrench periodnone provided a
comprehensive view of dufinghisdast Romarn péreduetathep ut i n t

lack of surviving sample¥’

%82 CheneyFrancesco Salviail: 287.

%L uisa Mortari, @Fr anc eParagone3 41088)i 18a.06;Mortari, 199201 Mar cel | c
LudovicaTTr ez zani , i San Mar cel | ioFrantesc@®alviatioAfflesziprpomegled. a Gr i f o
Anna Coliva (Milan: Electa, 1998),11. Based on documentary evidence, Mortari concludes that
Salviatidéds frescoes in San Marcell o were completed

NovemberSaiMagdlop ¢ i1 03) .
884 \/asariMilanesi, 7:35.
88> Mortari, Francesco Saidati; Costamagnai | | r i 47r&&0. Thie pottrait,was mentioned in two
letters, one from Cecchino to Jacopo Salviati, dated 6 March 1563; the other from Cristofano Barlettano to
Jacopo Salviati, dated 22 June 1563. See AS, serie I, filza 7, referred to in Hukinigiseamille
Témoin pp. 277,2993 00; Cost amagrmadp,ndel2l ritrattista, o
8 Costamagndi | | r i BOr atti st a, 0
®%7lbid. Cost amagna devoted half a paragraph tFencBal vi at i
period, listing only two likenesses, those of diaal Salviati and Orlando Parentini, both now lost.
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Theonly workthatcanbe e nt at i vel y as s oc-Frenthgariodisitheh Sal v
Portrait of a Manin Charlotte (Figuré.25). °®® This monumental portrai$ nearly monochrome,
showing a very limited range of giegnd black. The subj ect 6 s bpieeac k cost ur
serengparapet, upon which he rests his right elbow, suggest that the man was probably of
Florentine origin butthe identity of the sitter remains controversial. The family crest on the oval
gold ring on themard dghtindex finger remains to be deciphered. Based on the old inscription
on the back of the painting, some suggested that the sitter was a
member of the Alessandri family, probably the famous Florentigé
writer BeredettoVarchi (1502/15031562). Theportrait captures
the psychological state of the sitter, who casts an inquisitive
glance at the viewelThe abstract monumentality of the torso
recalls the works of Pontormo and Sebastiano del Piofmbe.

face ha probablybeen repainted by a lagixtean-century

artist®® The somber palette of the painting dates the work to t'

Figure 5.25, Francesco Salviati

. LA (?), Portrait of Benedetto Varch
l'ast year s ofvhesheddopieca mared s ¢ a I(5) Mint Museum Randolf,

Charlotte N.C.
monumental andimost abstradtyle.

%% The portrait was attributed to Salviati by Adolfo Venturi, G. Fiocco (November 1939), Mason Perkins,
Roberto Longhi (November 1939), W. Suida (April 194
curataial file. Mortari (1992, cat. no. 99, p. 142) listed it as an autograph by Salviati and dated it to the
artistds second Hb48)rTaeporirait lkad mabgbly leenrepdinied i Barious areas
by a latesixteenthcentury artist. The aract monumentality of the torso and the Parmigianesque hands
are characteristic of Salviatiés work, while the re
The portrait differs in spirit .alnigmoielikelstebehlate fr om Sa
work of Salviati, if indeed by him. For further discussions on attribusier cat. no. 20.
89 Seecat. no. 20, p. 2 note 7.
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Chapter 6

Conclusion

This study commenced with an examinatiorFoancesco Salvidi eritical fortuneas a
portraitistand proceeded to evaluate his contributionsigfigld of portraiture. Much praised
by his compatriots, Salviati producedginal portraits thatre often pychologically revealing.
Unlike thecool aloofnes®f Bronzind s s balviatée $ sar e more communi cati v
secretive glanceatthe viewer. His portraitsalsofrequently exhibit a varietgf brushworkand a
wide range oformats andnaterials. Higreatment of fabrics igniformly morepainterly han
Br o n z iUnlike®m®nzino who often depicted his sitters frontally, Salviati preferred to show
his subjects$n threequarter view withtheirfaces enlivened by chiaroscuro.
Salviatiés contribution t o dubtethedanetthate has be
none of higpupilswerenotable portraitistsAlthough Giuseppe Porta may have supplied some
designs for printed portraitand included some portraits in devotional imagfesre is no
evidence that he painted aimgependent portraif§® Othermore obscureupils such as Roviale
and Annibale Lippi are not known to have produced any work in the genre.
C e ¢ ¢ hdanear &s s portraitist éharacterized binnovation andexperimentation.
Along with his fellow apprenticednAn d r e a d ghopJasapinatdel Gont&ecchinowas
one of the pioneers in the development of emblematic porttaittne ofh e ar ti st 6s ear |
survivinglikenesss, he wittily explored thparagore between sculpture and painting through the
inclusion of a femad figurine in thegrip of the sitter. Salviati was also one of the earliest Italian

artists toproduceportrait miniatures, a courtly genre more commduolynd at the timén

For Giuseppe Porta6s contr i b uTiziknounds®inKreis:portrait pri
HolzschnittgBerlin: Brider Hartmann, 1972), pp.-59, cat. no. 37.
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Englandand FranceVh i | e serving at t he courattistmpaintedbuke Co
on copper a portrait miniature of a little boy (Figure 4.18)rthermore, hevasone of the few
Manneristpaintersto experimentwvith the use of stone suppofts portrait.
My wor k on Sal vi at i 0 sexgrase df comnoidseursttigadsn been ma
placing the works in their artistic and cultural contdkis my hope that the eighteen autograph
portraits proposed in the present stadiy their chronological ordexill function asthe basigor
future attributioss.
Despite Salviat i 6 s wekaowleyy litflecalnoat higosks fomhpio r t r ai t
formative years in Florence. His earliest surviving portigiisear to béhree highly finished
red-chalk studies of youthsom his first Roman periodl6311538) the Young Man wearing a
Capin the Louvre (Inv. 2760, c. 1531532 Figure 3.2, the Chatsworthsheet(Inv. 13 c.1532-
1533, Figure 3.8 andthePortrait Study of a Boy Wearing a Cajso formerly at Chatsworth
and nowin the GoldmarCollection Chicago(c. 15351538 Figure 3.4. From the rather hesitant
study in the Louvre that focuses on the facial features of the sitter to tHertwdli portrait in the
GoldmanCollection that captures the sensitive psychological state of tite god includes an
elaborate backgroundjis group ofdrawings @monstragast he Sal vi ati 6s i ncreas
a portraitist Cecchind@ portrait paintings fromhis period represeredonly by the Portrait of a
Man with a Female Figuriné. 1538 Figure2.12), reveal the lingering influence of Andrea del
Sartq whose late portraits, such as Bhartrait of a Prelatein the Metropolitan Museum of Art
(Figure 2.2}, are characterized by tineutral green background and the turning gbatSalviati
adopted
DuringSal vi at i 6 s V elb4é)the artisistaateédargvidirfgdeSign® for
printedportraits The woodcut portrait of Aretino first publishedt h e  wlifé df the Vargn

Mary (October 1539Figure3.13) captures his powerful personality, which is reflected on the
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grotesque form of the curtain in the backgraun8alviati alsgpainteda portrait of Aretinothat
wassent to Francis |, showcasing his talasta portraitisin France Th e ar t iursiting s

portrait paintindikely to befrom his Venetian sojournhé Portrait of a Manin the National

Museum of Western Art, Tokyo (FiguBe31), shows the influence oSebastiano del Piombo and

Titian. Theartist depictedhe subject in the threguater length format, whiche probably
started exploringluring his stay in Venice. The light olive green background with tonal
gradations that is seen in several subsequent portraits cgraisdlybe traced back to
Cecchinds Venetian experience.

Seweralimportant portraits by the artist can be dated tshissequentatherbrief stay in
Rome(1541-1543) thePortrait of Pier LuigiFarnese(Figure3.19), thePortrait of Giovanni
della CasaFigure 3.20), théortrait of a Man of the Santacroce Fam{fyigure3.21), the
Portrait of a Youth with a Do¢fFigure3.22), and thePortrait of a Boy(Figure3.27). Portraits
of this period display a great variety of brushwork. The heads of the sitteradawreasigly
sculptural. It seems that, by then, Salviati had developed a stanmfapdsitional schenfer his
portraits. The sitter is usually showntlateequarter lengttwith agreen curtairin the upper left
corner Both handsare includeddefining the dwer parameter of the pictur®uring this period,
Salviati also attempted to includenidscape elemendasd allegorical figurgin the backgroundf
his portraits

Serving as a courtier at the court of
1543, Qlviati painted théortrait of Giovanni dalle Bande Nef€igure 4.1) and likenesses of

the dukeds c¢hil dPoetmitof adbyin & Britisb private lcalectioro (Righi@

only

Cosi

4.10) may be a surviving sampl&he four surviving portraitnost probabljromSa | vi at i 0 s

second Florentine sojourn demonstrate strong stylistic &sniThey all show the sitters

threequarter view facing the lefgnd arelluminated from the upper left corner. Light falls on
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the foreheasland, partially onthe neck of the sitter, castintheir headin great relief. During
this period, the artist established a stylistic dialogitle Bronzino, the official portraitist of the
Medicean court, through imitation and emulation. Painted towardsthe &nd dfvi at i 6 s
Florentine stay, thBortrait of a Youth with a Do@Figure 4. 18]s influenced by Bronzino.
Sal viati 6s partici pat seemstoihaventobragedhiondoa d e mi a F
explorefurtherthe usage of emblems and symbols in his portr&its.instance,n hisPortrait of
a Florentine Gentlema(Figure4.2) datable to c. 154@heartistattempted to express
Fiorentinita visually through the inclusion of allegorical figures and symbols.
Cecchinobs car eer r ehadcRoread periad £1548566) Afeerk dur i n g
the death of Sebastiano del Piombo and Perino del Vaga in 38Wigti became the most
important painter in Rome. Although busy with a number of prestigious fresumissions,
Salviati was prolific as a portraitist. Six autograph portraits can be associated with the period: t
Portrait of a Youthin the Walters Art MuseurfFigure 5.12)the Portrait of Totilain Como
(Figureb.13), thePortrait of Cardinal Rodolfd?io da Carpiin Vienna (Figureb.14), the
miniature portrait o man, presumablnnibale CarqFigure 5.15)the secalledPortrait of a
Sculptorin Montpellier (Figure 2.36andthe SelfPortrait in theMuseo Horne (Figurg.17).
Lessinterestedinerat i ng el abor at e atteationkegmsdothave shiftedda | vi at i
experimentationwvith various kinds of supports. During this period, he painted portraits on slate
and canvas, as well as pankle also experimented with the oval and circfilamats The
artist o6s u sasobechmeaenbre dramatis; tha meads of the sitters are often cast in
great relief by a strong light from the upper left corner.
My study on S anhcludeavithithéPortrgit ofra Ladyaas DiandFiguwe
5.20), executed during h e  aFrebch sojounsg(1556557/8) It demonstratekis approach to

female portraitre Depi cted in the guise of thendgoddess D
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ornate ostumerecallsC e ¢ ¢ h eanieoGharity in the Uffizi (Figure 4.13) Although Vasari
informs us that Salviati painted portraits after his return from France, there are no surviving
exampl es that can be securely dated to the artd.

It is hoped that my dissertatidvasalso contributdt o t he i denti ficati on
sitters. With the exception offie Portrait of Totila, on which tle identity of thesubjectis clearly
written, all other sitterbiave beeidentified througha comparisorwith reliableportraits of the
possible candidates. h&ir relatiorshipand interactions with the artistve beemrarefully
examined andtheir whereaboutsat the proposed da®f the workdavealsobeentaken into
consideration.Of the eighteen autograph portraits, more than half of the subjeat®wadre
identified with specific pers@with various degrees of certaintfPreviousscholaship hal
convinci ngly identif i e:®erfLiigirFarnesd, GvamildellaGagai 6 s si tter
CardinalRodolfo Pio da CarpAnnibale CaroandGiovanni Battista Salviatiln the present
study, | havepropose that the painting in Toky@Figure 2.31)s probably a portrait of
Antonfrancescdoni, andthe boyin the miniature rounddFigure 4.10)sFr ancesco, de 6 Me
the heir to the ducal throneMoreover, the Horne pictufgigure 5.17) currently labeleét the
museumnas a portrait of a man, v&ry likely a selfportrait by Salviati.

Inthepr ocess of defining steden pataituelelinnatednt of S
several traditional l y acorpusandhave giverthgnotother ai t s fr o
workshop ofMichele Tosni. These include thBortrait of a Manin Naples(cat.no. 30, the
picture in the Galleria Colonr(gat. no. 34)thePortrait of a Youthn the Museo Poldi Pezzoli
(cat.no. 28) and thePortrait of a Lady(cat. no. 35) in the National MuseuWvashingtorf®* A

comprehensive study dhe portraits byMichele Tosiniandby artistsin his orbit suchas Maso

91 The portrait in the Museo Poldi Pezzoli has been tentatively given to Tosini by Costamagna, whose
opinion | find conwyiShootedyy, see dall rittratista, o
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da San Frian¢15321571) Francesc¢1540-1586) and Giovanni (d. 1599) Brinand Mirabello
Cavalori(15201572)is badly needed, angould daibtlessly contribute t@ur understandingf
Florentine portraitsluringthe second half of the sixteenth centuBuch a study would al$®Ip

to evaluate thextentto whichSalviatd portraitureinfluencedsubsequent work the genré®

“2Thereed to study Michele Tosinids portraiture is al
examples of the artistds wor ks MicheletTosimiargdi¢ghar e i n her
Ghirlandaio Workshop in Cinquecento Floren@ighton: Sussex Academic Press, 2009),-108; idem,

iMi chel e Tosini: The Art i sCGontindityhlenovatmnyande and t he Tes

Connoisseurship: Old Master Paintings at the Palmer Museum oPARsteedings of an international
symposim held at the Palmer Museum of Art, 31 Mar2hApril, 19% , ed. Mary Jane Harris
(Pennsylvania: Palmer Museum of Art, 2003);30Q . For Maso da San Frianods g
B r o o Krkree Notés on Maso da San FrigrBurlington Magazind07 (196%): 192196, idem,i T h e
Portraits of Maso da San Frigod®urlington Magazinel08 (1966): 560568. Philippe Costamagna
provided a good overview on the career of Maso da S
portraits, senenoiv@adntoinnuiTthye aArd in@dntinlty, @ovadoa, arBlan Fr i a |
Connoisseurship: Old Master Paintings at the Palmer Museum oPAsteedings of an international
symposium held at the Palmer Museum of Art, 31 Mazahpril, 1995 ed. Mary Janélarris
(Pennsylvania: Palmer Museum of Art, 20039;61.
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Catalogue
Introduction

This catalogue is divided into thremtegoriesautograph portrait paintings,
doubtful and erroneously attributed portrait paintings, and portrait drawings and prints.
Numerous portraits have been associated Midimcesco Salviasince the beginning of
the twentieth centuryWhile thelist of autographs aims to lmemprehensivancluding
to the best of my knowledgall the surviving portrait paintings that can be securely
attributed to Salviatithe section on doubtful and eneously attribubnsis selective,
includingonly pieces that are frequently discussethm literature of the field, especially
those that are subjettt ongoing scholarly debate.

The works are listed alphabetically accordinglimce The main purpose of the
catalogue is to support my arguments in the dissertation and pfagtdalinformation
aboutindividual works that would beumbersomé included in themaintext. Each
catalogue entrgivesa general description about the work as a physical object, listing its
medium,dimensionscondition, provenance, and location. Each entry also discusses
issues of connoisseurship, such as attribution, identification of the sitter and date.
Bibliographial citations are listed chronologically by date of publication, followed by
the attribution suggested by the author,ainalpplicable, the proposed identity of the
sitter.

Most of the works included in this catalogue | have examined personally. In

few exceptional cases, my opinions are based on good photographic reproductions.
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| Autograph Portrait Painting s

No.1 Portrait of a Lady as DianéFig. 5.19)
15561557
Oil on slate, oval, 54 x 40 cm

Provenance: 1860864,ch ©t eau doO6 Anet

Literature: Romani, 2004, p. 117 (not Primaticcio); Goguel, £
20112, pp.23-30 (Salviati). [

Anet , Chot eau dbéAnet
Collection of Mr. and Ms. Jean de Yturbe

The portraitattheh ©t eau doé Anet s

probablyin her twenties at bust length against a neutral gre

brown background. Turning her head to the left, the sitter
glances directly at the viewer. The subject is portrayed in the guise of Ritamais, the

goddess of the hunt and a virgin possesstagnal youth. The painting is in good condition,

though a crack runs diagonally from the top left corner due to a modern incident. The painting

was recently restored in Paris by Géraldine Albers. Unlike many of the works on marble with
darkened mattsufaces, the portrait possesses exceptionally vivid colors.

Previously associated with Primaticcio, the portrait was recently attributed to Francesco
Salviati by Catherine Monbeig Goguel, whose convincing argument has been accepted by the
Salviatb s aut hor s hi pfadal g/peithechatkiike skid torieand theh e
sensual lips of the lady. hE rendering othe hair andthejewelry resemblgethoseoffF r ances c o0 s

owners®®

female figures in religious paintingsich aghe Santa Croce altarpiece ahd David cyclén the

Palazzo RiceBacchetti The energetib r us hstrokes on the | adyds gar
as the pearls and ornaments on her hair, stron
hairstyle and the golden curls, howeveg ether characteristic of the Emilian school as

exemplified in the works of Parmigianino and Primati¢éfo Besides these stylistic indications,

the work is on slate, a support Francesco experimented under the influence of Sebastiano del

Cat heri ne Mo helpertraijde @mmever Digmeud c h ©t eau d o
Francesco SalReivaute deen2LFf/rottBED), pp. 23
9 salviati was deeply fluenced by the style of Parmigianino.
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Piombo®®® The panterly rendering of the background demonstrates French influences.

Francescods authorship and the French origin o
in France (1556.557).

The woman portrayed was generally believed to be Diane deBitb001565),
mi stress of Henri | Ich ©t e dvioArkeédts d rod atth e nl ady
guise of Diana, the goddess of the hunt, used to support such a hypothesis. Catherine Goguel,
however, challenges this assumptionby suggesy t hat t he woman was one
waiting from the Dauphin®, part of Diane de Po
bymatc hi ng the pattern on the cameo ornamenting
important Du Peier family.®*® The high rank of the sitter is manifested in her rich coiffure.
Furthermore, Goguel indicated that the young woman may have been a distant relative of the
Cardinal de Lorraine, Salwviati6s cratialsof patr on
contradict the sitter 0s The doatoftaim$ onthalairmpndoea s Di an
not belong to Dianeds abapmantytpredent & theochateaw Burimgl s, w
Sal vi at i 6 s [Haneeda Boliiersgasin herfiftiesr the woman in the portraihowever,

appears much younger.

sal viati 6s e ar stonessppomasathefddrationofehe SHepherds®491550, Figure
5.1) for the Cappella del PallidThe artist executed at least two other portraits on marble: the miniature
Portrait of Annibale CardFigure 5.14, cat. no. 10) and tRertrait of a SculptoiFigure 2.36, cat. no. 8)
in the Mus®e Fabre, both dat aH?56). to Salviati dés thir
8% G o g u pottrait déifemme 26.
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No.2 Portrait of a Yoth (Fig. 5.11) i ——— 4§D
c. 15481550 ; : 3 e
Oil on canvasdiameter 41cm

ProvenanceDon Marcello Massarenti, Rome; Henry
Walters, Baltimore, 1902, by purchase; Walters Art
Museum, 1931, by bequest.

Literature:Catalogo Collezion#assarenti Rome, k
1897, no. 1981 (School of Carrac&gri, 1976, no. X
214, pp. 33B31(Salviati); Mortari, 1992, cat. no95, p. ., =
141(Salviati). &

Baltimore Walters Art Museungin storage)
37.1105

This near lifesize portrait shows, against a neutral dark background, a youth in a
threequarter view. Dressed in a black costume, the subject tugiehd to his right and
casts a sidelong glance at the viewer. The portrait is in fair condition. In an
undetermined date before the portrait entered the Walters collection, it was cut from a
larger rectangular painting, probably showing the sitter indnahreequarter length, to
its current circular form. The edges of the canvas show no signs of having been
stretched. Mortari suggested that the portrait had probably been transferred from panel to
a canvas suppoft! Firsthand examination, howevaoved otherwise. The portrait
wasinitially painted on canvasThe weave of the canvas actually show through on the
surface of the paintingThe work was lined twice, first on a coarse canvas probably of
Italian origin, then on a canvas of finer tenetu It was cleaned and varnished in 1965.

Given to the School of Carracci in thmeteenthcentury, the Baltimore portrait
was first attributed to Salviati by Federico Zeri, who suggested that it was likely executed
duri ng Sal Floremtiné priod (§543548n dris Cheney and Costamagna
omitted it in their d$®Momad sdwevarssuppontedSal vi at
Zeri 6s opinion and suggested that the port
of Sal vi %nnfy spiniorg lre meautral dark backgrourithe sanbre palette
and the sculptural rendering ofthehead s oci at e t he thirdRdmarwi t h Sa
period (15481566) when the artist actively emulatétk late style ofSebastino del
Piombo®Theses i t i ve rendering of the f;thee is ch:
painterused impasto ithe highlights on the lower rims of the eyes, the ridge of the nose,

%97 Mortari, FrancesccSalvati, cat no. 95, p. 141.
%% CheneyFrancesco Salviafill: pp. 416433 Cost amagna, 392l ritrattista, o
99 Mortari, FrancescdSalviati cat no. 95, p. 141.
™During15521 554, Sal vi at i wa wnfinished mltarpiecin the Chigietnpel, thea n 0 6 s
Birth of the Virgin After the death of Sebastiano in 1547, Salviati e@ssidered a substitute for the
Venetian in the field of portraiture
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and the foreheadThe portrait is stylisticallgimilarto theportraits Salviati executed
during his second Florentine sojourn; it w
return to Rome in 1548Furthermore,ite shyness and the youthful uncertainty of the
subject are comparable aominiatureondorepresenting ahild, possiblyof the Medici
family (Figure4.10,cat.no7). The portraitdéds sensual render
compared to th@ortrait of a Youth(cat. no. 28in theMuseo Poldi Pezzoli, Milarand
the Portrait of a Lady(cat. no. 3%in the National Gallery, Washington D.@lthough
thepaintings in Milan and Washington are attributed to Salviati by the institutions in
which they are conserved, they are likekecutedy Michele Tosini and Maso da San
Friang who were deeplinfluencedbySal v wak i 6 s
The sitter remains unidentified. He was probably an aristocratic youth of
Florentine origifiving in Rome
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No.3 Portrait of Totila, King of the Goth@=ig. 5.12)
15431548 / 1548 1549
Oil oncanvas, 91.5 x 65 cm

ProvenancePaolo Giovio, Como (?Rovelli family,
Comaq gifted by the Rovelli to the Musei Civici di
Como in 1966.

Literature: Fasola, 1985, p. 18®.1378; Fasola, 1990,
p. 248; Bartalini, 1998, pp. 1886 (Salviati),
Francescae Luca, 2009%alviat).

Como,Pinacotec&ivica
Inv. n. P. 162

The portrait shows a man probably in his late

thirties or early forties in the guise of Totilia, King of

Goth, at half length against a brownish neutral
background. Fixing his gazs the beholder, the subject is crowned and dressed in mail and
armor. He holds apeamwith his right hand.

The inscription at t heumd ®t tiamnlta ffti efsT dthiel isa
Totila, the King of the Ostrogoths, who reigned from b#fil his death in 552. A native of
Treviso, the kingdbs major achievement was warrt
restoration of the Gothic kingdom in Italy. F
literary accounif the king at battleas he paid particular attention to rending the plated armour
of the king and its adornmenrf®. The artist also included the spear, which Procopius reported as
the kingds weapon.

The quick and energetic strokes describing the mail are strong evmldnceSal vi at i 0s
authorship. Like many figures in tAgiumph ofCamillus therobust vitality of the king is
shown through his rosy cheek8he intense gaze and the knitted brane characteristic of
Sal viatiés portrait s, thaPorttait of aForebtice Gerdleman f or e x a
(Figure 4.2 c. 1546 in Saint Louis. The right hand is simply rendered but powerful. Tiugts

™HThe armour in which he was clad was swahichihumant |y pl
from his cheek plates as well as his hel met and spe
Gothic Wars were translated to Latin by Leonardo Bruni who incorporated them ime bisllo italio
adversus Gothos gest libri I\2441).

201



ofthespear s depicted in a painterly fashion. The

isalsoinaccordivt h Sal vi ati 6s habit of incorporating

The portrait has been discussed in detail by Roberto Bartalini, who convincingly argues
that it was commissioned by Paolo Giovio for tisseo degli uomini illust® Gi o v porrdits
collection was intricately connected to his literary works, especialliittes of Famous Men
(Vitae virorum illustrium) - a project he started in the first months of 1548 and published in
Florence in 1551%° ThePortrait of Totilawas commissioad for and displayed next to a brief

f

eul ogy of the king in Gioviods villa at Lake C
may have been initiated at the end of Salwviati
artist to Milan to executevelve portraits on canvas according to medallion models proVified.

The work was dated t o Salnaneaghtbitiodkeldatéehe ond FI c
Uffizi in 20092010/° Bartalini, however, suggests that it might have been painted shortly after
Sal vi ati 6s betedeudulyl1548@and Rlayrh®ased on stylistic comparisewith
the major fresco cycles by the artist in the Saladddlenzein Florence, and th€appella del
Pallio in Romé&® Bartalini believes that Paolo Giovio had renewed the commission to the artist
when he aided him to gain the commission to Ca
drawing inspiration from earlier fresco cycles depicengnts from the life of the king, such as
the St. Benedict blessing King Totiéé the Chiostro degli Aranci in the Badia Fiorentina, Salviati
most | ikely based his image of Totila on a med

through Piero Framsco Riccid”’ Both the painting and theedalshow the king frontal and
crowned, holding a baton speamwith his right hand®®
Sal viati 6s waspublishedias an tidstrafiooa d lao (&logav i 0 6 s

virorum bellica virtute illustrium(1575). A copy of the upper section of the portrait by

™Roberto Bartalini, fPaolo Giovio, FrPBrospeticao Sal vi
(1998} 186-196.

"% hid., 186.

4 Ipid.

“Francescade Lucgant i p o e t(FlorangevPbligtarpa 2089).

"% Bartalini convincingly argues that tiRortrait of Totlaa, al ong wi th Vasariés effig

poets, was among the likenesses Paolo Giovio sent to Como in May 1589usee degli uomini
illustri, 06 190 . Per haps, S asuppbrebecausectliepatait wadintandee to trakieé
"7 For an illustration, see Franz Ferdinand Krddig, Miinzen Odovacars und des Ostgotenreiches in
Italien (Bologna: Forni editore, 1967), p. 195, no. 62, fig. XIII.
"9%Bartalini, iMuseo degli uominillustri, 6 -199. 0
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Christof ano del5d83dJHititnv. $890 nnBO49)islds@aged along the corridor

in the Uffizi. The pink color of the face is reduced; the vivid brush work of the original is muted.
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No.4 SelfPortrait (?) (Fig. 5.16)
c. 1550-1556
Oil on panel, 54 39cm

Provenance: Palazzo Patrizi, Siena

Literature: Gamba, 1961, p. 48, note 31 (Salviati); |
Rossi, 1967, p. 149, fig. 76 (Salviati); Mortari, 1992
cat. no. 152, pp. 15556 (Salviati?); Costamagna
1998, p. 52, note 4§workshop of Salviati).

Florence Museo Horne
Inv. no. 38

This portrait shows a bearded man probabl
in his forties, wearing a beret, at bust length agains ,
neutral green background. The body of the subject is facing left, while he turns his head towards
the viewer, at whom he glances darkly.
Previously attributed to Sodoma partly because of its provenance from the Palazzo Patrizi
in Siena, the portrait was first attributed to Salviati by Carlo Gamba. The atinilhats been
accepted by the museum. Mortari, however, lists the painting in the category of doubtful or
erroneous attributions. Costamagna attributed it to the workshop of Salviati. The museum
catalogue only describes the painting as the portraitdd® However, the physiognomy of
the sitter closely resembl es
likeness by his close friend, Vasari, in the Casa
Vasari, Florence (Figure 1), as well as the-self
| % portrait that Cecchino included in the fresco cycle
. . of Camillus in the Palzzo Vecchio (Figur@.29."°

The simplicity and directness of the likeness also

Figure 1,Giorgio VasariPortrait of Francesco
Salviati Mural in Casa Vasari, Florence. support the idea that this is a sedfrtrait. A pastel

"Filippo Rossi, inl Museo Hornea Firenze 1967.
"vasari al s oSelfRogrgtin$ha Camillus tycléfer the woodcut portrait of the artist
included in the 1568 edition of théte.
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drawing by Giuseppe Porta fafresco in the Sala Regia of the Vatican (Fige)showing a man

with along beard iprobably an idealized portrait of Francesco Salviati in his early fifttes.

The Horne panel possesses strong

psychological power; the mistrustful glance and the
sense of dark humor are also characteristic of
Cecchino. If the painting is indeed a saiftrait, it
must have been painted

Florentine period, because the man portrayed appea
older and with a longer beard than the artist does in 1|

Camillus cycle around 1548545. In his catalogue |

entry, Filippo Rossi also statesthhe painting is not ANcigure2, Giuseppe Porta Bearded Man wit

rlv work hingt? listicallv. the Horn his Right ArmRaised a study for the
early work by Cecc 6. Stylistically, the Horne Reconciliation between Alessandro IIl and
picture is close tdhree Fategc. 1550) in the Pitti FedericoBarbarossan theSala Regia,

Vatican, palace, Rome. Coloured chalks, 2
Palace and was probably produeedundthe same 262 mm, Collection ofhe Hon.Robert

. GathorneHardy.
time.

"1David McTavish suggested to me orally that the drawing by Giuseppe Porta may have been a
posthumous portrait of Cecchino Salviati.
712 (i
Ibid.,
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No.5 Posthumou®ortrait of Giovanni dille
BandeNere (Fig. 4.1)

c. 1546

Oil on Panel, 65 x 45n

Literature: Langedijk, 1981987, 2: 1030
(Salviat; Giovanni @lle Bande Nere);
Costamagndl 998, p. 51, note 2{Salviati;
Giovanni dale Bande Nere}ecchi, 2010pp. 6-
7 (Salviati; Giovanni dalle Bande Nere)

Provenancefirst mentioned in the inventory of
the Palazzo Ducale in 1558prage of the
Galleria degli Uffizi; transferred to the Palazzo
Pitti on Feb. 17, 1954.

Florence Palazzo Pitti
Inv. 1890 n. 5195

This mediurssize portrait showa man
proably in his late twenties or early thirti@sarmour. Placed in front of a greyish bromeutral
background, the sitter turns his head kowks vigilantlyto the left. Thepanelhad been in
ruinous condition, biuwas restored in 2010.
ThePitti painting is a posthumous portrait@fovanni dile Bande Neré14831526)
the legendary condottiere in the employle# Medici Popeandt he f at her of Cosi mo
Medici, the Duke of FlorenceHe was badly woundedlring the War of the League of Cognac,
and died okepticemiaafter surgeryn Mantua or80 November 1526
In his biography of Salviati, Vasari reports that the artist painfemkthumougportrait of

Giovanni @lle Bande Nereluring his second Florentineriod”**

The portrait is reflected ithe
first inventory of the Palazzo Ducakeawn up inl 5 5 Bn quaidlro di legname con ornament di
noce, pittovi drento il Signor .@iwasttemni dedMed

hanging in the first room of the Guardaroba secr&tZhe portrait mentioned by Vasari had long

"For the details of Giovannids |ife and8Aretinods f
"VasariMi | anesiFecte ZAahcorfa |l a testa, ovvero ritratto
del duca Cosimo, che f u bellissima; la quale & oggi nella guardaroba di detto signor duca

"°SeeA| e s s andr Gio@encdalle BandeMemelSal vi at i AmicidtPalazzoaPittio , o

Bolletino 2010 cura degli Amici di Palazzo Bitti.
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been considered lost, until Langedijk identified it with the present panel in the storage of the
Uffizi. ™™® The painting was restored in 2010 and biteil as a work of Salviati at the Palazzo
Pitti."*

Sal viatibés portrait of bailyomodellechonadbaiiatke Bande
which Giulio Romano prodshkhedtlay &®f teé¢rofhédAo ea n mio
deathmask arrived in Florence in 1546 as a gift from the poet to the duke, along with Gian Paolo
P ac e & s ofphe condotteimow in the Uffizi(Figure 46).”° Sal vi ati 6 s portrai-t
also painted arounithe same timewhena e vi v al of interest in Duke C
place’®

To emphasizéhe dynastic continuity Sal vi at i model ed the paint
Cosimo in ArmoufFigure 4.5)showing the condottiere in the same set of armour worn by his
son in his officialportrait. The physiognomy of Giovanni was even altered so tha¢$embled
his son closely

"®KarlaLangedijk, The portraitof the Medici, 15th18th centuriegFlorence Studio per edizioni scelte,
c19811987), 2: 1030.
""Al essandro Cecchi, fAUn capolavoro ritrovato: |1l ri
S a | v Medicdag (2010): 67.
8 Aretino mentions the nking of the deatimask in a letter to Maria Salviati, dated 10 Decenits®6
Lettereld@él | 6Arte
"For Gian Paolo Paceds portrait, seeibidlr2e16nobds | ettt
2 Janet CoxRearick,Bronzino'sChapel of Eleonora in the Palazzo Vecctiderkeley: University of
California Press, ¢1993), 266
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No.6 Portrait of a Youth with a Do¢Fig.3.22)
c. 1543
Oil on panel, 85 x 68 cm

Provenance: mentioned in the 1898 inventory o
thecollection of Don Amerigo Antinori, Duke of
Brindisi, Florence (Bronzino); Villa Aldobrandini
Frascati; private collection, Florence.

Literature: Cheney, 1962; pp. 423424
(Salviati); Costamagna, 1991, p. 32, note 24; M
n. 107(Salviati) Cecchj1994, p. 19, note 48 b
(Salviati, Hochmann, 1998, cat. no. 88 (Salviati#&

Florence, Private collection

This mediurssize painting shows a boy i
his teens at halength, in a threguarter view,
turned slightly to the proper right. There is a do
at the lower left corner which the boy fondles.
The sitter is placed in front of a wall of minimal details.

At the upper left corneia female figure flies with a crown
in her hands. Behind the sitter, on the left, there is a
distantlandscape with aee.

The portrait was first published by Iris Cheney,

who indicated that Berenson had attributed the work to

Cheney dated the painting to the period shortly after

(15481556). Similar in style, the parait must have been

painted in the same period as, or shortly afterPibrérait
Figure3, Francesco Salviatstudy of a
Female Nude Red chalk Départment des
Arts graphiques, musée du Louvhey. nr.
1648.

portraiture; the warmaletteof the painting recalls that of tA@kyo portrait (Figure 31). The

of a Man of thésantacroce Familin Vienna (Figure

2 CheneyFrancesco Salviafi2: 423.
The portrait 6Portmiiofs Gerlenian of tiBantatroce FamikFigure 3.21) has
been pointedut by Cheney, see ibid.
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Salviat.”** The identity of the youth remains mysterious.

Mortari associ athedRomanpeviodt h

2.19)’2 The work demonstrates knowledge of Venetian

Sal viati 6s Venet i-B43, whiej our n, ar
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monumental torso and the relatively small head demonstrate the influence of the works of
Pontormo. A blacichalk portrait drawing conserved in the Victoria and Albert Museum (datable
to 15421543,Dyce 186 Figure3.7) may have been a study for the present painting. The two
boys resemble each other closely degpigedifference in the hairline and the direct gaze of the
sitter in the painting

The disjointed landscape in the background also
supports the authorshgd Salviati. It is comparable, for

example, to the landscape with a tree in a drawing attributed
Salviati at the Louvr e 3d4dAsa
in the portrait, it is hard to define the spatial relation betwee

ate 154

the figure and landspe in the drawing, though aerial
perspective is used. The disjunction between the foreground
and the background al so r eVj§
works, such as théadonna of the Long Neak the Uffizi and
theVision of St. Jerom@-igure4), which Salviati must have
seen during his first Roman sojouffi.

The small female figure flying with a crown in her
hands and the tree in the landscalpaeostcertainlyhave
emblematic meanings. These symbols are also included in t
upper | eft p orriumphal Entrpdfter BaSiege
of Veii(15431545,Figure4.3), i n whi ch Cos

appears in the guise of Camillus and is crowned binged

i ci

allegorical figure similar to the one included in the present

Figure4, ParmigianinoVision of

portrait. In the fresco, Cosimo/Camillus gestures to a tree wSaint Jerome National Gallery,
London 15261527

abroken trunk and a sprouting branch which represent the
Medici family emblemthebroncone The sapling in the backgnod of the portrait also has a

IT'his beautiful red chalk female figure in grand fo
Florentine period. The figure type resembles those of the cycle of David. The rendering of the veil is
similar to the Ufizi Three Fates Overall, the drawing is very finish
which is roughly sketched in (perhaps later by another artist). The technique of rendering the veil is
marvelous; drapery is accentuated by highlights created thtbagise of rubber. The impression is very
ornate and almost northern.
"2 Hochmann pointed out the influence of Parmigianino on this portrait but did not cite any particular
examplessee Rome and Paris exhibitiaat. no. 88
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broken trunk; it may very well refer to theeoncone The inclusion of a dog likely hinttthe

faithfulness and loyalty of the sitter to his master. The youth portrayed may have been a courtier

/ poet serving at the Medicio u r t , pl edging his allegiance to h
association with the Medici is true, the portr

second Florentine sojourn.
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No.7 PortraitofaBoy( Fr anc e s «id?) d

(Fig. 4.10)

c. 15451546

Oil on copper, 10.2 cm in diameter

Provenance: Christieods 76;
collection of Julian Agnew by July 1991. Exhibite:

Christiebs London, 31

Literature: sales cata London

no. 76; Mortari, 1992, p. 145, cat. no. 111 (Salviat

Great Britain Private Collection

This miniature portraishowsa boy around
years oldat bust lengthplaced under the parting of curtainBhe sitterturns slightly to the left
andcasts a sidéong glance at the viewer. The painting is of high quality and in good condition.
Traditionally attributed to Salviati, this fine portrait is seldom mentioned in recent
scholarship on the artist. fad McTavish considers the attribution to Salviati probable. In her
monograph on Cecchino, Mortari also lists it among the autographs, and suggests that it could be
one of the portraits of the Medici children mentioned by Vd$aii. the sitter is indeed
member of the Medici family, Frances(b41-1587) is a likely candidateHe would be about
fourorfiveat t he por t r alligcbasacteristiodaré Isae also ohaiches that of the
boy in the roundelThe roundel shows stylistic affinitiegth the portraits Salviati produced
during his second Florentine sojourn. The modeling of the head resembles th&atrhi¢ of
Giovanni dalle Bande Nerg. 1546, Figure 4,Icat. no. pand thePortrait of a Youth with a Doe
(15471548, Figure 4.8, cat. no. 18
This portraitds small scale, copper support
Portrait miniatures were rather unusual in Centural Italy during the 194@sy.were more
commonat the royal courtef FranceandEngland. Salviati may have been informed of this
courtly genre by Giulio Clovio (1498578), the famous Croatian miniaturiatho also trained
Levina Bening Teerling (152052021578) a scialist in miniature portraiturePainting inoil

on copper waalsorare in laly at the time Although the practice is mentioned in Leonardo da

"25\/asariMilanesi, 7: 27.
211



Vi n dNotés i does not appear to have taken hold until the 1560s and & ®alviati was
likely inspired by the experiments of Sebastiano del PicambParmigianind®’

Edgar Peters Bowron, AA Brief Hist-bT ¥5 @dppeitasr opean
Canvas: Two Centuries of Masterpiece Paintings on Copper-1375(New York: Phoenix Art Museum,

1999), 11.

"?\/asariMilanesi, 5: 580; Bowrorii Pdaii mgs on Copper, o 11. Parmigianir
painted portraits on copper, see Ekserdjiarmigianing 175.
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No.8 Portrait of a Sculpto(?) (Fig. 2.36)
c. 15481552
Oval, oil on stone 68 x 51 cm

Provenance: Francois Xavier Fabre 1837

Literature:Notice 1828, 1830, n. 299
(Sebastiano del Piombo); Renouvier, 1837, p|
1-3; Notice 1839, 1843, 1850, n. 411
(Sebastiano del Piombdjiotice 1859, 1866,
n.452 (Sebastiano del Piombo); Lafenestre a
Michel, 1878, n. 12 (unknown Italian artist);
Catalogue du musée Fahre879, n. 128
(Sebastiano del PiombdJatalogue du musée
Fabre 1904, 1910, 1914, n. 754 (unknown
Italian artist);Catalogue du musée Fabre
1926, n. 22 (Bronzino); Reinach, 1916, pp.
399417; exhibition catalogue, Montpellier,
1937, p. 28, no. 65 (Bronzino); Pellicer, 1979,
p. 173; Bajou, exhibition catalogue, Spoleto,
1988, p. 31Hirst, RomeParis exhibition1998
(Salviati Benvenuto Cellinip, p. 226, cat. no.
84; Jaffé, 1998, p. 345; Costamagna, 2Qd/.,
119126 (Salviati); Monbeig Goguel, 2012,
pp. 2728, fig. 7(Salviati).

Montpellier, Musée Fabre
Inv. 837-1-81

This mediumssize portrait shows a bearded man perhaps in his late forties holding a small
sculpture of a male nude with his both hands. Seated on a chair, whose arm defines the lower
margin of the oval portrait, the subject glances darkly téeftis The man is shown frontally
against a neutral brownish backgrourithe portrait demonstrates strong use of chiaroscuro. The
light source comes from outside the painting, from top left illuminating the hands, part of the face
and part of the figureThe beret casts a shadow on the forehead of the Sitterpainting is not
in good condition; there are four cracks running diagonally across the picture. The surface has
darkened over time and appears matt like most of the paintings on stone.

Because of its stone support, the portrait was previously attributed to Sebastiano del

Piombo, who started popularizing such portraits around #83Dhe Portrait of Valori (Figure

@ Hirstdates he painting to the second hal f1548)fwhéahevi ati 6s
artist and Cellini both seed Duke Cosimo |, sdeome and Paris exhibitionat. no. 84p. 226
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233)at the Palazzo Pitti i s a f i rFeancesaohechme of t he
interested in the use of stone support afterdeath oSebastiano del Piombio 15477%° Salviati
painted at least two othportraits on stonghePortrait of Anribale Caro(c. 15491551, Figure
5.14) andhePortrait of a Lady as Dian&l5561557,Figure5.19).
The Montpellier portrait was first attributed to Salviatil964by Michael Hirst who
dates the painting to t hentiseperiod(ib4db48), ihenaile Sal vi
artist and Cellini both served Duke Cosimid®Sal vi ati 6s energetic brush
evidentin the painting It does not strike me as very Salviatesque at first glance. However,
visible brushstrokes are seervarious areas of the painting, on the nose ridge, the white collar
and the sleeves. The likeness possesses a psychological power not unlike the Hponeeself
(Figureb.16). Its dark tonality and oval form suggest that it was probaly produced at&48d
1550, when the artist was working on the Cappella del Pallio in the Cancadavigll as the
Mar kgrafen Chapel in Santa Maria dell 6Ami na.
Thesculpturethe sitter holds with both hands is a reproduction of a wax model by
Michelangelo now kept ithe Casa Buonarroti. The sculpture was of great importance to
Salviati, who copied it at various times. The man portrayed, however, is not Cecchino himself.
He is perhaps also an artist, with whom Salviati shared his artistic ideals and practicenuBznv
Cellini has been proposed as a possible candidate, but not without contfdVdiisg.altered
facial expression of theculpturefrom the original and the painterly treatment of the sculpture
may convey significant messages. The subject must have been a devoted admirer of
Michelangelosincet h e s i tningicstbas of theGtwigt Carrying the Cross SantaMaria

Sopra Minerg, another famous sculpture by the Florentince master

"2 Hirst, Rome and Paris exhibitionat. no. 84p. 226 Salviati was commissioned to complete the Chigi

Chapel in Santa Maria del Popolo, a project left unfinished by SebastiaRa delmb o . The chapel ¢
altarpiece, th&\ativity of the Virgin was one of the Venetiands earliest
Salviati was asked to bring the piece to completion.

%0 Ipid.

" Ipid.
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No.9 Portrait of Pier Luigi Farnes€Fig.
3.19)

€.15411542

Oil on canvas, 100 x 78 cm

Provenance: The paintingmentioned in the
1708 inventory of the painting collection of the
Duke of Parm, in the seventh room of portraits
Palazzo del Giardind. 29 v. no. 23(Titian).

Literature: Valcanover, p. 11Jitian; Pier
Luigi Farnese)Bertini, 1987, cat. no. 311, pp.
192-193 (Titian Pier Luigi Fanese);
Costamgna, 1998, p. 47 (Salvj@®iea Luigi
Farnesg

Naples Palazzo Reale (not on view)
Inv. no. 506

This life-size portrait shows a man
probablyin his late thirties at threquarter length standing in front ofaall with a faint
indication of a columnThere isa green curtain at the upper left corner of the painting. Dressed
in a heavy fur coat and wearing a hat with a plume, the subject rests his right hand on a baton,
while holding a sword with his left hand. The sitter turns his head to the right andridb&s
same direction.

Through comparison with the portrait by Titian in the
Capodimonte (FigurB), the subject has been identified as Pig
Luigi Farnese (1503547), the natural son of Paul Ill, known
for his cruelty and ruthlessness as a mercenaryamyilieader.
He was made the Duke of Castro (18%45), Parma (1545
1547) and Piacenza (154547). Francesco Salviati served
Pier Luigi briefly during 1536537, and obtained his patronag
again after his North Italian journey (153941).

The painting is undoubt e

Roman sojourn (1541543). The warm and harmonious

colouration and the painter
vestmentsassc i at e t he woVeketiami t h IFgures, Titian, Portrait of Pier Luigi

. . . . . Farnese Museo di Capodimonte,
experience. During his stay in Venice between 1539 and 15\pjes. c. 1546 P
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Salviati started to explot@canvas support and the thgearterlength format in portraiture

both apply to this work. The energetic brushworkone whi t e feat her on the
virtuosity of the reflectioaonsiks ur f ace are characteristic of Sa
coat further indicates that the portrait was executed in the winter of 1541 or 1542. The present

painting mst have been executed shortly beforeRbgrait of a Man of the Santacroce Family

(Figure3.19) which shows an identical green curtain at the upper left corner.
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No.10 Portrait of Annibale Caro (?) 1501566
(Fig. 5.14)

c. 1550

Oil on marble, diameter approx. 10cm

Provenance: Sot hebyds, __{
Marco Grassi, New York. ‘

Literature: Costamagna, 1998, p. 49 (Salviati, Annibale \
Caro?); Damiano, 2009, cat. no. 60, pp.-233 (Salviati,
Annibale Garo?).

New York, Collection of Mr.and Mrs. Marco Grassi

This miniature tondo portrait shows, at bust length, a thueeter view of a man in his
late forties or early fifties against a neutral green background. The sitter gazes directly at the
viewer. A strong external light enters from the top left and leaves part of the face in shadow.
Recently given to Salviati by Philippe Costamagna, this miniature on marble is a unique
and excellent testament thesefsdive execation obtbefameh i | i t y
the hair, and the beard is complimented by the white highlight on the forehead, the ridge of the
nose and the eye socket on the left.
The vivid brushwork also suggests

Salviati 0s autho
use of chiaroaao that casts one side
of the face in shadow is similar to
that in thePortrait of Ridolfo Pio da
Carpiin Vienna.

The sitter has been
tentatively identified as Annibale

Caro, from the Marche region, active

in the intellectual circles oflérence

Figure6, Antonio Calcagni, Figure?, Atributed to Francesco
around 1525. He followed his patro|Portrait Bust of Annibale Caro Salviati, Portrait of Annibale Caro

Victoria and Albert Museum, Oil on canvas, 70 x55 cnfrormerly
Giovanni Gaddi to Rome and workeLondon. in the Schéfer Collection, Berlin.

for Pier Luigi Farnese, and briefly for Ranuccio Farnese. He then served as secretary and artistic
advisor at the court of Cardinal Alessandro Farnese. Annibale was atclesenfd of amffal vi at
acted as amtermediarybetween the artist and the cardin#l his correspondence, Annibale
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mentions his own portraits by Salviati, Bronzino and Jacopino del C8ri#asari also
comments on a portrait of Annibale by Salviati axed in 1541, when the former was 34 years
old.”®

The New York portrait has been generally dated to a later pefiodtamagna dates the
miniature to around 1548, while Damiamwmre convincinglyproposes a date around 15%0e
portraitshowsst y I i stic affinities to the/(18481550pa 0s f r e s
project in which the artist and the poet collaborated can be dated to the frist years after the
artistos return. TbeRpmetfaomdé&l orecaakar form,
neutral background demonstrate the influencEofr nei | e de Lyonds wor ks,
Cecchino must have sebaforehis sojourn in France (1556557/8).

The identification of the sitter isalsed on th&nownfriendship between Salviati and

Anni bale, the written references and the sitte
Annibale by Antonio Calcagni (c. 156Bigure6). The New York painting is also associated
with a portrait formdy in the Schafer collection, Berlin (currently whereabouts unkndéigure
7). The Berlin portrait was also attributed to Salviati, @tare Robertson tentativeigientified
the subjecas Annibald>*

321n a letter to Pietro Stufa dated 30 Janud&§2l, Annibale Caro mentions his own portraits by Salviati
and Bronzino, seBelle Lettere Familiari del Commendatore Annibal Ca2ovols(Padova: Giuseppe
Comino, 1725), 2: 302. For Carob6slbportrait by Jaco
"3yasariMilanesi, 7: 20. The portrait cannot be traced now.
34 Robertson|l Gran Gardinale p. 24, no. 42.
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No.11 Portrait of a Man holdinga
FemaleFigurine (Fig. 2.12)

c. 1538

Oil on panel, 64 x 49 cm

Provenance: possibly indentified with a
portrait attributed to Perondel Vaga
mentioned in the 1624 inventory of
Costanzo Patriziods

Literature: Voss, 1912, pp.4#4, fig. 2
(Sdviati); Voss, 1920, p. 244 (Salviati);
Alazard, 1924, pp. 18188, fig. 49
(Salviati); Venturi, 1933, IX, 6, pp. 206
207, 214, fig. 122Salviati);, Mortari,
1959, p. 252 (Salviati); Cheney, 19&3,
pp. 421, 493; M., n. 127; Mortari, 189
p. 150, no. 127Salviati) Katalan, 1999,
pp.17-23 (Salviati Beccafumi)
Costamagna, Rome and Paris exhibitiol
catalogue, 1998. 224, cat. no. 83
(Salviatiy, Mendelsohn2001,pp. 119
126 (Salviati); DeswarteRosa, 2001, p.
329 (Salviati).

Rome, Privateollection

The portrait shows, against a neutral green background, a man perhaps in his early thirties
holding a female figurine with his right hand. The subject is depictedifiteat bustength,
with the body facing proper left, but thedd is turned frontally and the gaze fixed on the viewer.

First attributed to Salviati by Hermann Voss, the portrait is datable to around 1538,
during the artistodos first Roman period. Still
influencesof Andrea del Sarto and Pontormalazards upports Vossés Vview by
portraitoés st vyl foregtoundigueesof theWisitatignattSan Giovamni t wo
Decollato, Rome (Figur8) dated 1538 Mortari, however, dates the portreotaround 1556>°

The small female statue in gilded bronze i s
It is suggestethat the sitter imne ofthemany Florentine goldsmiths who were on friendly terms

with Salviati. Possible candidates imbdduFrancesco di Girolamo dal Prato, Piero di Marcone,

35 Mortari, 1959, 252idem, Francesco Salviatip. 150, no. 127 The author erroneously listed the
portrait as a work on canvas in her monograph on Salviati.
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and Manno Sbarri (all mentioned by Vasari as friends of the artist). Francesco di Girolamo dal
Prato is the most likely candidate. In the biography of Salviati, Vasari informs us that the artist
was afriend of Francesco dal Prato, a paintulptor,and master of taia, as well aa
goldsmithwho specialized in casting little figures in brorZ&.In the beginning oBalviatd s
second Florentine sojourn, he shared a studio space with Francescatal#t Ehe Office of
Works of Santa Maria del Fiore and paintediimdy Familyfor Alammano Salviati ther€?
Based on a drawing in the Fitzwilliatuseum (Inv. PD.71965, red and black chalks),
Jak Katalan suggests that the sitter was Beccafumi{148® 1) , who i nfl uenced S
Roman frescoes significantf{? Katalan believes that the drawing is preparatory folS#ié
Portrait by Beccafumi athe Uffizi
dated c. 1528530. On the verso of

the Fitzwilliam drawing, there is a

—~—~

reclining female figure, which the
author associates with the sculpture i
the Salviati portrait. The author offers & ,
no solution for the function of the Figure8, Francesco Salviati, detail of thésitation San

statuette in the pirait, except o Giovanni Decollato, Roméated 1538

suggest that it might be an at tButthepdrteitby o Becc a
Salviati can be dated tentatively to c. 1538, when Beccafumi was alreaetfifgyears old.

Katalan fails to explain why the Florentinepresented the older artist as a young man in his early

thirties. The identity of the sitter remains controversial.

"38vasariMilanesi, 7: 21. Vasari also provides a brief biography of Francesco dal Pratd.ifetu$
Francesco Salviati.
*pid., 7: 2222.
Jak KaDamrheami,cd Beccafumi and Fr anceApololdBdMy:i ati : a
17-23. For the drawing in the Fitzwilliam Museum, see David Scriakan Drawings at the Fitzwilliam
Museum, Cambridge: Together with Spanish Drawii@mmbridge: @mbridge University Press, 2011),
pp. 4950, cat. no. 55. While the authorship of the drawing is still controversial, Scrase attributes the
Cambridge sheet to Beccaf umi, e mp h-pograitdbytheqrtistin e dr a wi
the Uffizi.
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No.12 Portrait of a Florentine Gentleman
(Fig. 4.2)

c. 1546

Oil on panel, 102.2 x 82.6 cm

Provenance: Bertram WodehouSerrie ¢ | P
d. 1896), Hampshire, England; inherited byjs
Laurence Currieqd. 1934) Hampshire,
England; Bertram George Francis Currie,
Hampshire, Englandidy1 9 37 ) ; Ch
London, April 16, 1937, lot no. 118,
purchased by Sir Alec MartiG h r i st i
London, July 9, 1937, lot no. 118, purchasd
by Sandor CollectionArnold Seligmann,
Rey and Co, New York (1942943);
acquired by the museum in 1943.

Literature:Janson, 1944, pp-2(Salviati?);
Zeri, 1948, pp. 18081, fig. 215 (Salviati);
Antal, 19512, pp. 122125, fig. 28 (Michele
Tosini); Bologna, 1953, p. 42; Indianapolis
exhibition cat., 1954, no. 19 (Florentine
artist); CoorAchenbach, 1959, p. 158, note
12 (Michele Tosini); Rosenthal, 1961, pp.
16-17 (Michele Tosini); Cheney, 1968, p. 148,2: pp.425426,3: fig. 129 (Salviati Alessandro

ded6 Medici ?); Rotondi Terminiello, 132,84, p. 19
fig. 6 (Michele Tosini); Freedberg, 1970, p. 502, note 36 (Michele Tosini); Seymour, 1970, pp. 9

34, fig. 1 (Saliati?, Lorenzaccio); Fredericksen and Zeri, 1972, pp. 181, 525, 630; Bellosi,

Florence exhibition cat., 1980, p. 44; Langedik, 13887,1: p. 242,2: p. 1138 (Salviati?); Cox

Rearick, 1987, p. 273, note 80; Desloge, 1988, pfa14®o. 14 (Michele Tosi); Pinelli, 1985,

pp. 45, 49, note 11, fig, 7; Costamagna, 1991, p. 32, note 24; M., no. 128; Cecchi, 1994, pp. 17

19; Cecchi, 1994, pp.17, 19; Cecchi, 1996, p. 128, fig. 167 (Salviati); Costamagna, 1998, cat. no

92, pp. 24241 (Salviati); CoxRearick,2001, p. 356; Costamagna, 2005, cat. no. 122, pp. 330

331 (Salviati); Hornik, 2009 (Tosini / Salviati).

Saint Louis, Saint Louis Art Museum
Inv. 415: 1943

This portrait shows a young man in his early or mid twenties at-thuagerlength.
Seated under the parting of green curtains, th
scul pture portrait of Giul i andelegdrglydin bMekdhec i i n t
young man holds a pair of gloves with his left hand. There is a strange sunset landscape in the

background showing a river god with tharzocco Costamagna recently pointed out that the
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painting had been radically restored @ing point. The original glazes

were removed and certain details in the landscape were accentuatec
The portrait is variously attributed to Michele di Ridolfo and

Salviati. The association to Michele Tosini was first suggested by F.

Antal, who acknowledged the por!

butgavelttoMlcheIé39I n his fundamental s

six likenesses attributed to the artist and dated it to c.-1566°
Alessandro Cecchi, however, refutes the attribution to Michele Tosin

Figure9, Francesco Salviati
and argues thatchrist Carrying the Cross
Galleria degli Uffizi.

the work
demonstrates Salviatios
portraitist He est eems Sal vi at
portraits as more original, lively, and

powerful than those of Bronzino. He

also suggests that the little female

figure standing on the flower as an

allegory of Florencé*

Dated to 1546.548 by the

Figure10, Francesco Salviati, detail of theodellofor Charles V

Crowning Duke CosimoDéparement des Arts graphiquedusée  museum, the portrait demonstrates
du Louvre, Parisnv. 2795.

stylistic similarities
Doubting Thoma$15441545) at the Louvre and the Uffighrist Carrying the Croséc. 1545,
Figure9).? The background | andscape and the green ct

The unidentified sitter was certainly of Florentine origin as suggested by the river god and the

"F. Antal . fi Burliogion Mlagaziad3\y(1i9%l), pp.. 18425, 122. Recent advances in
research on Salviatiés portraits rendered the crite
Contrary to his belief, Salviati included significant landscape elements in his portraits, sutieas in
Portrait of a Youh (Figure 3.22.7% The sunset landscape in the Saint Louis painting is similar to that in
the background of the Accaden@aarity.
"Kurt W. Forster, AProbleme um Pontormo Portratmale
Tosiniso Pantheon(1967): 2734.
Al essandro Cecchi
memoria(Florence: Giunti, 1996), 128.
2Cheney however, dated the painting t atinelpsrib® Inhéerhe f i r
catalogue entry, the portrait is described as provenance unkkoantesco Salviatil:148& 2: 425426
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http://www.artst.org/images/mannerism/large/salviati/12880671_Christ Carrying the Cross  Uffizi Gallery  Florence.jpg

Marzocco. Ithasbeensuwg t ed t hat the subject was Al essand
Lorenzaccio (Seymour). The bizarre elements included in the landscape on the right may reflect
the scholarly discourses about the origin of Florence popularized by Gelli and Giambullari, an
important topicfor the Accademia Fiorentinaf ahich Salviati became a member on 21 May
1545*® The sitter may havalsobeen a member of the Accademia, and closely associated with
the school of Aramaic. Giambullari published a detailed account of the ofiginrence inll
Gello di M. Pierfrancesco Giambullari Accademico Fiorent{ftorence, 1546), tracing the
history of Tuscany from Noah and the flood. In his writing, Giambullari explains the origin of
the Marzocco, the nahetraditibnaltsymeol of thecyy e.§.fhe whiéen z e 0 a
lily.
The motifs of the river god and the lion also support the authorship of Salvaiti. These
also appear in theodellofor Charles V Crowning Duke Cosin@bigure10), a project in which
he collaborated with Bronzino in 153%he river god and the Marzocco are depicted similarly in
the modello and the portrait, showing Arno reclining in front of a tame lion and resting his right
arm on a vase, from which a streanwaiter issuesThe juxtaposition of the personification of
Arno and the lion was popularized by the Aramei in the early 1540s, when Salviati was in

Florence.

"3For the early activities of the Accademia Fiorentina,S&lino Salvinj Fasti Consolari
del | 6 Ac c ad e (Flomnce: $.A.R.,€l1B)i n a
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No.13 Portrait of Gian Battista Salviat(?) 15351562
(Fig. 3.27)

c.15431544

Oil on cradled panel, 69.7 x 48.2 cm

Provenance: Listed in a lagixteenthcentury inventory of
the Salviati collection in Rome (BVA, Fondo Salvial
series 30, s. c. modern numeration c. 85); the Sal\FE=.
collection in Florence between 166898 (BVA, Fondo | ]
Salviati, series 58, fasc. s. n., s. ¢); returned to Rom
1704 and inventoried in Palazzo Salviati at the Lung
(BVA, Fondo Salviati, series 26, c. 15v.); sold by Caterig
Zefferina Salviati in 1732 (BVA, Fondo Salviati, serie
377, c.7); inherited by Margherita Colonna, wife of Giuli
Rospigliosi in 1803; in the Rospigliosi collection uni
19291932; collection of E. Milo Greene, Schaeff
Gallery, New York; gifted to the Ringling Museum by g
Milo Green in 1961.

Literature: Berensqnl900, p. 137 (Pontormo); Berenso® .
1909, p. 210 (Bronzino); Schulze, 1911, XXIX (Bronzino); Clapp, 1916, p.233 (workshop of
Bronzino); McComb, 1928, p. 123, fig. 52 (workshop of Bronzino); Baltimore exhibition cat.,
1961, n. 46 (Bronzino); FredericksemdaZeri, 1972, pp. 181, 515, 637; Tomory, 1976, pp4B9
n.32; Langedijk, 1981987,2: p. 907 (Michele Tosini); Duval, Sarasota exhibition cat., 1984, p.
58; Janson, 1986, p. 101; Costamagna, 1991, p. 32, nofSaRdati} Lecchini Giovannoni,
1994, p 129; Cecchi, 1994, p. 1@Salviatiy Costamagna, 1994, pp. 3334 (Salviati)
Costamagna, 1998, cat. no.89 (Salyi&@ian Battista Salviati), Costamagna, 2003, p. 338, fig.
176 (Salviati Gian Battista Salviati).

SarasotaJohn and Mable Ringling Museum of Art
Inventory SN 733
This mediurmsized portrait shows, a boy about seven or eight addradth, resting his
left hand on a helmet. Fixing his gaze on an invisible object on the left of the viewer, the sitter is
portrayed near life size against a neutral green background. The boy is dressed in black with
patterned white collar. A red cloak hangs loosely on his right shoulder. The painting was
executed on a brownish red ground. The helmet and its plume areecemdarpainterly fashion
with energetic brushwork. The red cloak is depicted with great virtuosity and conveys a sense of
dramatic heroism that recalls some of Titianos

painting appears rather flat.
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Previously attributed to Pontormo, and then to Bronzino, the

painting was included in the 1998 exhibition as an autograph

by Francesco Salviati withaatalogue entry by Philippe

Costamagna. An entry in a laixteenthcentury inventory

not only reveals the portraitos
Salviati collection, but also identifies the sitter as Gian Battista

Salviati (15351562), the eldestson@far di n al Gi ovanni
brother and the heir of the Roman branch of the faffillyn

the same document, Cecchino is cited as the aftibe

picture. Costamagna convincingly dated the portrait to-1543

Figurell, Par mi Galeazao |
Sanvitale Museo di Capodimonte, 1544, Stylistically, the portrait is comparable toSalat i 6 s

Naples.c. 15231524
Triumphal Entry after the Siege of V@ii 15431545, Figure

3.4) in the Sala dell 6Udienza of the Palazzo V
experience (1532541) is shown in the painterly rendering of the helmet, the plume amddh
cloak, while the sculptural quality of the head, the chalk white flesh tone, and the neutral green

background demonstrates t heSaaa j a 2t t empt ot

into the Roman style.
The helmet that the boy holds has been related to ¢ |
drawing at the Louvre showing opéasimilar design
(datable to c. 1545, inv. no. 6126). This kind of helmet is ¢
seeninSavi ati 6s frescoes at t |
in several |l i kenesses asso

e.g. thePortrait of Ludovico Orsin{Galleria Nazionale,

Parma). The motif of a man dressed in civilian clothes Figure12, Attributed toGiorgione,

holding a helmetcanalsobee en i n Ro s s o @ Portrait of FrancescMaria delle
Rovere Gemaldegalerie,

portrait an dGadazzo Sanvigai@igure 1h),0 6Kunsthistorisches Museune. 1502

"4BAV, Fondo Salviati, series 30, modern numeration c. 85; cited in Costamagna, Rome and Paris
exhibition, cat. no. 8%iUn ritratto del gia detto Giovan piccolo che in essa a un morione in mano e sua
cornice di mano di CecchiiBalviati 0
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both earl i er t H%aThis S bf\pirtait probably guiginatadtfronn\enice, in

the oeuvre of Giorgione, such as fartrait of Francesco Maria | dé&¢ RovergFigurel2).

"The helmet in Parmigianinods portrait probably all
Latin word for helmet igalea. See EkserdjiarRarmigianing 129.
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No.14 Portrait of Antonfrancesco Dor{®) 15131574
(Fig. 2.31)

15391540/1

Oil on canvas, 117 x 90 cm

ProvenanceSir Herbert Cook, Richmongburchased by the
museum c. 1969.

Literature: Borenius, 1913; p. 167; Berenson, 1932, p. 424
(Paolo VeroneseBrockwell, 1932, p. 3In0.141(School of
Sebastiano del PiombpyYenturi, 1932, p. 82; Gombosi, 1933
p. 74; Palluccini, 1944, p. 187 (Salviati); Berenson, 1957, I: |
164 (bastiano del Piombo); Sasaki, 1969, pp6@9
(Sebastiano del Piombo); Catalogue of New Acquisitions,
National Museum of Western Art, 1969, pp-3B Les cent
chefsd ' 17 yNatioeal Museum of Western Art, 1971, no; 9
Les centchefd ' T u MatianalMuseum of Western Art, 1978p. 4;MasterpiecesNational
Museum of Western Art, 1978p. 4 Catalogue of paintingsNational Museum of Western Art,
1979,n0. 255(Sebastiano del Piombo?); Costamagna, 1998, pp. 49, 50 & 52, note 34, Fig. 6
(Salviati); Hochmann, 2001, p. 283 (Salviati); McTavish, 2001, pp-4128, Fig.1 (Salviati);
Cropper, 2001, p. 69Balviatiy Costamagna, 2003, p. 3GGalviati).

Tokyo, National Museum of Western Art
Inv. Number: P.1968002

This portrait showsatthreequarter lengtha beardednanperhaps in his mitiventies,
standing and leaning oncarpetcoveredable. Clad in black, the
man looks directly at the viewer, holding a book in his right ha
while his left hand is holding the edges of the rolgeetioer at his
waist. There is a bright green damask curtain at the upper left
corner.

The portrait had been previously attributed to Paolo
Veronesg15281588)and later tdSebastiano del Piombo by
Bernard Berenson. The attribution to Salviati was advanced b
Pallucchini (1944) and McTav

Venetian sojourn in 1539541, the work has been compared to

portraits executed by the artist after feturn to Rome from

. . . Figurel13, Paolo Veronesdortrait of a
Venice, such as théortrait of a Man of the Santacroce Family  gentieman Galleria Colonna, Rome.

(Figure 2.19). The realistic rendering of the lustrous green curt

is similar to that of the altarpiece in Santa Cristina, Bologna (painted in Venice, also a work on
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A

canva).Berensonbds attribution to Veronese was, pe.l
by the artist in the Galleria Colonna (Eig 13), which shows similar compositional scheme to
the Tokyo portrait. The remarkable similarities shared by the twoajisrsuggest that Veronese
had possibly seen and responded to the Tokyo painting, which may have remained in Venice for a
period of time afteits completion

The identity of the person portrayed remains uncertg
Berenson tentatively identified the sitter as Ercok 8 E s t
Duke of Ferrara. The sitter, however, appears more likely t
be a man of letters instead of a prince. Costamagna propos
that the man may befaoruscitoin the circle of Pietro Aretino

and the composition of tshe
746

i nspir

portrait of Benedetto Varchi in Vienna (Figuté).
In my opinion, the features of the sitter correspond

closely with those of Antonfrancesco Dofhb(31574) as

shown in the printed portrait designed by Salviati for the

. n . ) . Figure14, Titian, Portrait of Benedettt
writer 6s s e eropuldishddand-lorencefin 1b4& varchi Kunsthistorisches Museum,
Vienna. 1540

(Figure 2.12).The sitter of the Tokyo portrait alsesembles
closely the bearded figure in the in the middle ground oReésurrection of Lazarugigure
2.13), datable to the fi rsgdurn{1348545).0The Sal vi ati 6s
remarkable similarities among these three portraits suggest that they are probably based on the
same design
A notableprinter, editor, translator, ambligrafo, Doni was also a native of Florence. It
is generally assumedtiat Salviati and Doni first met in 1545, when the latter returned to Florence
to serve at the Medici court. However, the artist and write may have known each other from late
1520s through Bandinelli. As early as in 1529, Doni was referred to as a goatdf the
sculptor, in whose workshop Salviati was a trainee during-1526*" They may also have
seen each other during the first half of 1539, when Salviati was visiting Florence and Doni was a

monk at the Santissima Annunziata. Doni may have dcwve sought Sal vi ati 6s a.

"®varchi was in Venice during 153%640. Se€ o st amagn a, F IAidProe rntria3B& sExifl es, 0
“Doni is menti oMeaendrialg423.Bandi nel | i 6s
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since he was looking for patronage and opportunities beyond the monastery and Ftdréhee.
writer must have considered Venice one of his potential destinations. In order to solicit
protection from Aretino, Doni wrotkim a letter in 1538, claiming himself an admirer of the
Pi et r o'8 The Wakyo partrait may have been an expression of friendship from Doni to

Aretino executed in Venice based on sketches done in Florence.

8D oni left the monastery in Florence in the early months of 1540 and travelled north to Genoa.
"9The letter was published by Marcolini in Venice in 1552.
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No.15 Portrait ofa Man of the
Santacroce FamilgFig. 3.21)
15411543

Oil on panel, 97.5 x 67 cm

Provenance: Sig. Pietro Mellini
(1680; in the Kunsthistorisches
Museum collection since 1804.

Literature: Rosa, 1904, p. 13, cat. no,
14 (Parmigianino); Voss, 1912, 41
(Salviati} Voss, 1920pp. 248-244,

fig. 84 (Salviati) FrohlichBum, 1921,
p. 129; Alazard, 1924, p. 188
(Salviati), Catalogue of the Museum,
1928, pp. 188.89; Venturi, 1933, IX
6, p. 208; Alazard, 1938, p. 188
(Salviati), Alazard, 1969, p. 165;
Mortari, 1992, p. 152, cat. no. 131
(Salviati); Costamagna, Rome and
Paris exhibitiorcatalogue, 1998, p. 49
fig. 4 (Salviati).

Vienna, Kunsthistorisches Museum
Inv.- Nr. GG_296

This portrait shows, at three

guarter length, adarded man
probably in his early or mid twenties. Dressed in a dark woolen outfit with white collars, the man
stands ircontragostowith his shoulders hatiurned to the left, looking directly at the spectator.
The sitter touches a dark object, perhapsrm of a chair, with his right hand, while resting his
|l eft hand on his hip in a gesture borrowed fro
the Medici chapel. There is a green curtain at the upper left corner, and below it, stands a
statuéte of a fallen Amazon. The olivgreen background shows considerable losses of paint.
There are visible signs of damage along the upper section of the right edge.
Formerly attributed to Parmigianino in the old catalogues of the museum, the porgrait wa
first given to Salviati by Hermann Voss, whose opinion has been universally accepted. Alazard
dated the painting to around 1540, while Mortari suggested that it was painted in Rome
i mmedi ately after Sal vi atl548s Cameagoacanvireihglyr ent i ne

associates the portrait t o-1583.1 vi ati 6s second R
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Compositionally, the Vienna portrait is comparable to the likenesses executed during and

i mmedi ately after Sal Al548,tsuctdtsPoriait of @ Mania iokye 0 j our n

(Figure 231) and thePortrait of Pier Luigi FarnesdFigure3.19), featuring a green curtain at the

upper left corner.The modeling of the head resembles that oPtbetrait of a Youth with a Dog
(Figure3.22) and thePortrait of Gian Battista SalviafjfFigure3.27). The olive neutral

background, with which Salviati probably first experimented in his Venetian portrait, and the

painterly treatment of the statuette d&dmd
red lips and the individual rendering of the beard and
eyebrows also indicate Sal

The man portrayed was believed to have been a
member of the Santacroce family, since the statue of the fa
Amazon in the background has been idedifvith an antique
sculpture in the Patrizi collectidr’

ThePortrait of a Man from the Albizzi (?) Family
(Figure B) in the Worcester Art Museum may show the sa
sitter as the Vienna painting. The sitter of the Worcester
portrait resembles the subject of the Vienna portrait, thoug
the former appears slightly older. The Worcester painting i{
also currently attributetb Salviati at the museum, but it does

. Figure15, Unknown artistPortrait of
not appear to me to be an autograph. The artist of the a Man from the Albizzi (?) Family

Worcester Art Museum.

portrait, he modelled the pose of the si

Worcester work al most cert

"0 The Patrizi were degndants of the Santacroce family. ForAmeazon Patrizisee S. Reinach,
Repertoire de la statuaire grecque et romaih@87, 2: 326; G. Lippold, Handbuch der Archaologie
(Monaco, 1950), vol. 5. The sculpture is documented in the Patrizi collecti&?#) see Costamagna,
Rome and Paris exhibition catalogue, p. 52, note 41.
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